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FOREWORD 

Under the programme to propagate correct ideas about 
language, literature, philosophy and culture, translation of 
different works Is being taken up by the Oriental Research 
Institute since its inception* The English translations of some 
upanfyads rendered by late Dr. R.C Varadacfaari were well 
received by the scholars. In pursuance of the same programme 
the English translation of the fratnparudflya was taken up 
by Dr. K.S. Ramamurthi in collaboration with Dr S.R.Matha. 
The Prat&parudriya needs no introduction to the scholarly world 
as it has occupied in the South the same status as that of the 
Sahttyadarpana in the North in the Sanskrit curriculum. An 
English translation was a desideratum ever since this book was 
brought also into the University curriculum; now the demand is 
fulfilled. Even though it is undoubtedly desirable to Include 
the Sanskrit text also in this translation for the best convenience 
of ths readers, it It avoided lest it becomes too bulky and un 
manageable within tbe limited finances at disposal, The com* 
solation Is that Dr. Raghavan's edition of the Prataparudriya is 
made freely available by the Sanskrit Education Society, Madras 

Dr. K,S* Ramamurti, my senior colleague, started this 
work in 1981 when he was a Lecturer in the Oriental Research 
Institute. He retired as Reader end Head of the Department of 
Indian Culture in 1986* Dr. S R, Matha Is the Curator-cum- 
Librarian in the Oriental Research Institute since 1978 and bas 
been actively engaged in academic pursuits besides the normal 
duties. The printing of this book has taken a longer time than 
expected. It is rggretable that due to the sudden demise of 
Dr. Ramamurlhi on 24-1-1993, he could not read the proofs of 
the last few pages. However, it is a pleasure to place this 
volume into the hands of the scholars and students for apprecia- 
tion and assimilation respectively. The University authorities 
are always eager to promote the academic activities in tht 
Institute and thus we are etercally obliged to them. 

TIRUPATI ML SRIMANNARAYANA MURTI 

8-4 -1993 Professor & Director 



PREFACE 

The Prataparudriya of Vidylnltha composed in the court 
of the king Prataparudra II (A D, 1294-1325) of the Kakati 
family, is a work on Sanskrit rhetoric of encyclopaedic nature 
on the model of the Kavyaprak9*a of Mamma ta. Some more 
works of this type seemed to have beea written in the thirteenth 
century,, and a number of works imitating the Kavyttprakaia 
followed Vidyaoatha. There is a considerable difference in the 
spirit of these works though they are identical in nature and 
plan. While Mammata cites the verses of poets as examples 
Vidyaeatha gives his own verses as examples. Even in this 
attempt he takes tbe king Prataparudra as the person in whom 
every aspect of life is seen for which he is commended in multiple 
ways* This means that there is no verse given as an example in 
the text which does not contain Pratlparudt a. From this we feel 
that VidySoStha is the pioneer in this method of composition 
which was followed later by Vidyadhara in his Ekavali. Thus 
it will not be an exaggeration if we say that the K%vyoprak3*a 
is the first one (of the genre) in tbe field of poetics and the 
Prataparudriya occupies the second place. 

Though the present work under consideration is very 
important and studied throughout our India by Sanskritists it 
did not attract the attention of scholars for an English render- 
ing in spite of the fact that works like Dhvanysloka, Kavyapraka*a 9 
etc. have been translated* Because of this reason I entertained the 
idea of translating it into English on behalf of Sri Vcnkatcswara 
University Oriental Research Institute so that students in the 
Universities may be benefited by it- As the work is voluminous 
my junior colleague Dr. S.R Matha has undertaken the transla- 
tion of Kavya, Guna and Dofa Prakaraipas. The English transla- 
tion of the UdaharaqanBfaka, namely Prataparudra-kal}H^a^i\\ 
be published separately. 

I thank all the University authorities for permitting u$ to 
undertake this work, I am thankful to the University Press for 
printing the same, I |tk* thin opportunity to pay my respect^ 



to my revered teacher late jbbpnfylju J. Madhavarama 
Suufi vton I staged Sanskrit Poetics, I am thaskfal to 
Dr.SI. Matha for shoaideriffg lie entire responsibility of the 
work in the press, We fee! happ} 1 and consider our endeavour 
fnithl if the students are benefited as expected. 



town . .-. 

' RAMAMURTHI 



INTRODUCTION 

Vidyaaatha, the author of the present work the PratSpa- 
rudrayasobhiisava, was the court poet of Pratlparudra II of the 
Kakati family who ruled over the Kakatlya kingdom with 
Warangal as his capital during A.. 1294-1325. This king was 
net only famous for his valour and administration but also 
reputed for his patronage of men of letters and arts. It is 
taid that there were about one hundred poets in his court. 
Narasimha, akalyamallana, Acintyen4rakavi,,Ravip!ti Tripu- 
rantaka Narasimhadasa and JSytpasenani < are noteworthy. 
Prataparudra himself was a scholar and said to have produced 
two plays in Sanskrit, namely the U&pariitdya and the YayStt- 
caritra, 

I 

During the same period flourished Agastya, the author 
of the Balabharata. He was reputed to have written some 
ieventyfour works, but unfortunatly only three works from his 
pen are extant and even among these three it is only the 
miabhsrata that is complete.* In the PratSparudriya Vidya- 
natha motions Agastya in the verse II. 60 * TS** ",*! 
usually taken by the scholars to support that Vidyanatha and 
Agastyapandita are one and the same person. But we do not 
know whether the word vidySnatha was a title of Agastya._ in 
fhe colophons of the available works ef Agastya and Vidyanatha 
nothing of this type it mentioned.' Even in the Prataparudnya 
riq colophon gives the term agastya. j 

iamwiwy<ino> UdSraraghava, Anumakonda&sanam, Siddhodvaha 
.. J Nrttaratnawll are the well known works respectively, 

2. It is edited by K.S. Ramamurthi and brought out by this Institute as 
.* S.V.U. Oriental Series 10. 1983. 

1 V' All this has been dealt with ia detail by my friend Prof. T. Venkta- 

3. All mis ns uu ^ ^ ^ _^ .^ t ^ e introduction to 
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II 



The Praiaparudnya is a work on rhetoric written in 
Sanskrit eulogizing the king Prat aparudra II at every stage in the 
illustrations. This is compendious in its nature, in the sense 
that all the elements like rasa, guna, dosa, alankara including 
the typts of nayakas and nayikZs have been codified into one 
work. In his Kavyaprakarana he gave the classification of 
kavya (poem) with illustrations. We originally come across all 
these elements in the Ns^yasQstra of Bharata, where nafya is the 
main tubject and all other elements become subsidiary to it. 
Though the rhetoricians like Bhlmaha, Dandin, Vamana, 
Snandavardhana, Kuntaka and Ksemendra tried their hands aft 
rhetoric they were only interested in propounding the soul of 
poetry. As such their works do not treat other items like gu*?a 
and <fofa. But in the Ksvyapraka'sa of Mammata we come 
across this compendious nature for the first time. Then comes 
Vidyadhara, the auther of the EkUvali, following Mammata* 
He belongs to Orissa and contemporary of Vidyanatba. It is 
opined that Vidyadhara wrote the work by about the end of the 
thirteenth century or the beginning of the fourteenth century. 

intwjl 11 * Z&Wprak*** and the PratSpanidrlya differ mainly 

the works of his predecessors, VidylnSS &n^wn\*! 
and 2) while Mammafa does not give a separate dynamic com 

4 Xhi! JVff*?r* J M.~..~f-' - ' " ^..iii... T u _ IIIT " 

- Sanskrit Education Society, 
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originality. Th way in which Vidjaoatha planned this work 
itself exhibits his originality. The definitions he has given aft 
not only free from flaws but also simple and striking. He exa* 
mines his predecessors* statements in the contexts required ftnd 
tries to strike a compromise, 

For example, following Bhoja, Vidyanatha also accepts 
twenty four guqas. In the case of difference between guifas and 
alankaras he does not sail with Varoana who says tbat the ten 
iabdagunas like slesa and prasada are connected with artha also* 
If this were a better case we cannot draw any difference 
between alahkras because guyas and alanksras both embrace 
sabda and artha. Vidyanatha also feels that a probe into this 
goes against the definition of VImana regarding the poetic souls 
rltir atma knvyasya* 3 As such there must b$ difference between 
gunas and alanknras* For this we have io consider the opinions 
of ancient writers, like Rudrabhatta, who say tbat guqas are 
saAghofana-dharmas whereas alankaras are iabd&rtha-dharmas* 
A section of the ancients says that the ten gunas do not go with 
rnadhurya, etc. as they are abda~dharma$* Udbhata belongs to 
this category. Bhamaha aud others merge sleqa, etc. in madhurya^ 
etc* (As such according to them the guttas are iabda-dharmas and 
alankaras are sabdsrtha-dharmas.) Again those who accept 
vyaAgya accept only three g uqas - mndhur r& 5 ojas and prasada. 
Though Vidyanatha is a vyangyavadm he accepts the ten gv%ai 
like *le$a> etc. In addition to this he also mentions the twenty- 
four gitqas as given by Bhoja indicating his acceptance* 



let the chapter on arthulankaras , dealing with 
Vidyanatha says that according to Mammafa kabdasZmya is 
enough to constitute the figure upama. But Ruyyaka opines 
that upatnS should possess gwpakriya$8mya hut not tabdamatra* 
tamya* In this respect Vidyaoatha follows Ruyyaka* 

Regarding luptopamS Vidyanatha accepts nineteen vane* 
ties whereas others accept some more varieties also* The variety 
samasagata-dharma-vScakaluptH is not illustrated by Vidyanatha* 
Similar is the case with rttpaka also. The paramparitar&pak* is 
not illustrated- 

5, KavyalankSrasZtra, I* 26* 
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In the chapter on Alankaras Vidylnatha gives 66 alanknras* 
Wherever required he gives the views of his predecessors. Anci 
cuts like Mamma ta, etc. do 0ot accept ubhaya&le$a whereas it is 
acceptable to Vidya0Iiiia Similarly differing with some of the 
scholars he says that vaidarbhi> gaudi and pancali are only nth 
but not vfttis. The nature of the kattiki, etc, is different from 
that of ritis because the kattiki, etc. work in bringing out the rasa 
directly, whereas the vaidarbhi, etc. are not directly connected, 
As such there is a gulf of difference between Vfttis and ritis. 

Ill 

Kamarasvamin (15th century) 8 the son of the renowned 
commentator Mallioatha and the commentator of Vidyanatha's 
Prataparudriya^ has enhanced the value of the text by producing 
ingenious interpretations in addition to the spirit of com* 
promise of Vidyaoatha. For e^ampla, while commenting on the 
titpary&rtha (intended meaning) as a fourth category KumSra* 
ivamin makes an elaborate investigation into the stand taken 
!by the Mlmamsakas* The Mimanxsakas of the Abhihimnvaya* 
vtlda school accepts the tatpary&rtha. According to them the 
words in a &eat0ce recede back after expressing their meanings* 
Tfan the meaning connected with the entire sentence is indica- 
ted, This is not the meaning of the words but only the meaning 
otji@ sentence This is also not the collective meaning of, the 
words therein but only the mutual relationship present there t As 
suck the meaning of the entire sentence is different from tht 
meanings of the individual words that make tip the sentence. 
This sentence meaning, known as viiiqfhartha, is accepted by the 
Abhihitanvayavftdins as tatparyartha. The Mlniamsakas of the Ami- 
tabhidhanavada school do not accept this, as tbe'meaning of the 
sentence is understood from the action. For example, when the 
sentence ghatam a nay a is heard the meaning comes to the mind 
without any importance to the linguistic elements of the wards 
in it and the pot 5s brought. Hence the meaning is only vScya. 
JCumirasvamiti deduces this sense from the interpretation of 
the word tat in the word tatparya. For him tat in tatparya 
is indicative of the most important element viz, rasa 9 as the 
poet i interested only in 



6. ata evoktam kavyaprakade ...... kavye rasBJamkriyadw%kyartho bhavati* 



The word tat in tatparya mean& rasa because the mean- 
ings of the words id the sentence proceed in the direction o| 
rasa and the words are to indicate tfrat. Thus that capacity of 
the words which give srise to rasa is tmparya* This is neither 
vScya nor lak$ya but only vyangya. Therefore this tZtparyQrtha 
is nothing but vyangySrtha* Hence there ate only three types of 
meanings and there is no room for a fourth type called /fff- 
paryftrtha. Thus accoidiog to KumarasvSmin Vidyanitha sup- 
ported the AnvimbhidhSnavUda. 

Similar ingenuity of Kumarasvamin is found in the 
interpretation of the theory of Aaanddvardiiana. According to 
Xnandavardhana the suggestion in a poetry constitutes the soul 
of poetry and this is received well by the scholars* But Ananda- 
vardhana does not mean that the pleasure pioduced by this 
charming suggestion is itself the Brahman, Vid>aa&tha for the 
first time advocates that a connoisseur (sahfdaya) Is a complete 
personality like a yogin and the pleasure attained by constant 
touch with literature and the delight in the pursuit of Brahman 
are one and the same. 7 

Jaganaatha Pandita who comes next to him in the field 
of rhetoric strengthens this concept by focussing a flood of light 
on this aspect. So we can proudly say that the Andhra genius 
worked well in the field. Irs the case of rasa KumarasvSffiin 
firmly says that it should not be verbally expressed. It should 
always be experienced through vibhzva, etc. Thus while dealing 
with the rasabhSsa he says that the sfngSra of the pSrSvatag 
(pigeons) becomes rasa bhusa because there is no play of vibhsva* 
etc. But according to others the ifngSra of pamvatas also 
attains the status of rasa as the existence of vibhava, etc* are 
essential irrespective of their knowledge by the characters 
depicted, la other words they hold that the rasa 5s permitted 
to be expressed verbally. But Vidyauatha does not accept this. 

A close examination may disclose many more refined ideas 
on rhetoric and aesthetics. Thus Vidyanatha's Prataparudnya 

7. ibid, Rasapr&karana* p* 212 (given by Komarasvlmin in the commen- 
tary at the end of the Iftst three verses, ending with bhave 

96, 
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ittii it! coniffljntsry to^?s of KiiiMrasvSffliij ii replete with 
itlijpeetsofSshityasastra, 



t prat translation is based iipOD the Ptttapm&iya 
edited bj Sri C, Sankara Ram j Saitd and published by Sri Bill* 
ligoraoia Press, Madras, W (Sri ialamaoorama ieries 3). 
Ai fir J! pJKiblt the trjoslatioo is faithful to the original. Care 
hi! beco liken 10 save toe English idiom wkre necessary, 
Translation of the test i<; given first and the explanation follows 
11 in thi ^aisicrit tejt. In order to help the students to under, 
stand tin i irk ttoraogli!) the explanations of the comiDeDtator 

iiin ii also proved io square brackets, 
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PRATAPARUDR1YAM 

English Translation 

I salute the goddess of speech, the mother of the three 
worlds, (universe"! the wife of Brahman, the diamond in the path 
(of the hair) of Upanissds, and the moon light of the white 
lotuses of knowledge. The saluations to whose lotus*like feet, 
become the ground for sowing the seeds of literature and the 
elixer to the dance of poesy to the fortunate. (!) 

Having made respectful salutation with anjali 1 to Bhamafaa 
and other ancients, I narrate clearly the epitome of the entire 
rhetoric. (2) 

This work on figures and poesy, through which the fame 
of Prataparudradeva is made to shine becames blessed for a long 
time. (3) 

The established method in compiling this science deals 
with the words and meanings where sentiment (followed by) 
the guitas, alahkaras, vrttis, and litis is important* (4) 

Even though this (method) is well exhibited in the works 
of the ancients", nothing is equally honoured with this, with the 
example of the hero, (5) 

The behaviour of a virtuous person is fit to become an 
example. None of that type is made to adorn a work by the 
ancients previously. (6) 

The subject which exemplifies the qualities of the hert> 
becomes the source of fame and name for the works as well as 
the authors, (7) 

As the description of the qualities of Rama becomes the 
cause of the pre-eminence of Valmiki and the R&mayana< (the 
existence of) a composition becomes auspicious with the descrip- 
tion of a great man. Just like the attainment of the desired 

U Open palms placed side by side slighty hallowed. This shows 
to the other person. 
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and cessasion of the undesired from Veda, Pur^as etc., so also 
(the desired effect accrue) from (a study of) a good work (i*e. 
works in which holy people are described,) 

This is the difference (between Veda etc., and Kavya) : 

The duty mindedness (arising) from a Kavya (Poetic com* 
position) is delicate and not so in the case of other works. For 
example : 

We long for that what is known for long from Veda which 
is important for its words and equal to a king and what is desired 
from the works of the Purana which possesses the depth of mean- 
ing and equal to a friend and by which lustre of poesy which is 
equal to a wife, wherein the intelligent becomes anxious. (8) 

KAVYA ^ 

Hence a composition is useful in many ways as it gene- 
rates fruits seen and unseen. This is said in the K3vyapra~ 



A composition is for fame, wealth, (understanding of) 
behaviour, dispelling of inauspiciousness, immediate emancipa- 
tion and advising like a wife 

This is well known in great compositions - (or works) The 
recital of a Klvya develops critical acumen, reflects on fame, 
expands qualities, and the biography of the great is heard; what 
is there, a Kavya does not captivate ! 

Again that composition wherein the biography of the 
great is not depicted, is to be abandoned. The basis for this is 
the Smrti 3 . The reading of Kavya is to be given up. The path 
is not only for a composition. The universal honour for the 
Slstras (science) also is because of their attachment to the good* 

For example : The universal reverence for the Vaisesika^ 
is because of the establishment of Isvara (God), Likewise the 
increasing universal popularity for the Mahabh&rata etc. is on 
account of their leaning towards the description of the great. 

2. The act of a poet or a Kavi is Klvya. 

3* The Smrtis are those compositions that explained the vedic rites. 

4. Kanada is the profo under of this system of philosophy* 
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Why speak of much? Even the Vedantas are glorified high 
because of their substantiation of Brahman. The curiosity for 
piety, the highest quality (pertaining) to a person is made the 
opening sentence by the sage (Jaimini) in his composition of 
aphorisms (sUtras) starting with the statement 'after (the comple- 
tion of the vedic studies and) because of that (knowledge) 
(there is) the curiosity for piety 9 . So it is proved by him that 
the depiction (description) of the qualities of the great itself is 
the life of a Sastra. Though the bulk of the Mlmamsl composi- 
tions is set for proving those laws, the description of the great 
is like fragrance to gold. Therefore 

Friends! This work on rhetoric is composed taking re- 
course to the qualities of Prataparudradeva, Let this be a jubilee 
for your ears. (9) 

This work of Vidyanatha composed to adorn the fame of 
the king of the Kakati family is, itself, being adorned by him. (10) 

It is said by Dandin 5 

The image of the fame of the ancient kings having 
reached the mirror of literature does not perish (itself) though 
they aw not near by. 

The greatness of a work is by the greatness of the person 
depicted. This is said by the ancient Bhamaha. 6 

"The wealth of poetic compositions becomes splendid by 
the greatness of the person sung therein/* Udbhata 7 also (laid) 
said 

*A poetic composition shines more on account of its 
subject matter, though beset with the charm of qualities and 
figures like the Kalpa tree by Meru" It is said even by 
Rudrabhatta 8 ....... 

"The greatness of a composition is interwoven (connected) 
with the biography of the great. It is also observed in the Sfthitya- 
as. 



5. Dandin is the author of the Kavyadara. 

6. The author of the Kavyalahkara sutra* 

7. The Author of the AlahkQra Samgraha* 
B. The author of the Smgaratilaka* 

9* It is the work of Rljanaka Ruyyaka, 
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"The garlands of good speech beset with the qualities of 
the hero of the compositions last till the end of the world**. 
This is also proved by Bhoja 10 

"Even though the style of speech of the poet is inferior, if 
he describes a hero who possesses extraordinary qualities, it 
adorns the ears of scholars (like an ornament i.e. it pleases the 
scholars). 

The Qualities of a Hero of High descent Etc., 

These are the qualities of a hero 

High descent, splendidness, great fortune, loftiness, bril- 
liance; craftiness, virtuousness are the qualities. (11) 

These few have been said (enumerated) in accordance with 
the science of the ancients. The qualities of Prataparudra are 
beyond speech. (12) 

Now the definitions and examples of these (qualities) 
/) Birth in a great family is (known ay) high descent as : 

It is because of the fortune of the earth, the Brahma 
having been long implored by the gods like Indra who wished to 
play on earth, created the Kakatiya family (race) which excells 
in greatness the race of the sun and moon. At present Vinu 
(the husband of Laksmi) is now awaken in that (family) in the 
form of VIrarudra. (13) 

[Here the extreme prosperity of the earth, the likeness of 
the KIkati kings to Indra etc., and the greater excellance of the 
Kakati family than that of the sun and rnoon are suggested As 
such the high descent of VIrarudra is established.] 

it) Then splendidness 

To possess attractive body is (called; splendidness. 

[The special striking feature of the body shining as if 
decorated with ornaments even in the absence of the four kmds 

10. Bhoja is the author of the Srhgaraprakaa and the Sarasvatlkantha- 
bharana* 
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of jewelry on it is said to be the form or rupa.' OA ] 

He who was born previously to LakshmJ and Visnu Is 
again born to the princess and Mahadeva. The deer-eyed women 
feel that this cupid in body himself as Prataparudra becomes 
victorious because of the fortune of this world. (14) 

[Here while the word matiadeva refers to Lord &iva* the 
word avanlbhrdduhita refers to ParvatL Hence it suggests the 
child born to Siva and Parvatl, with whom Prataparudradeva 
can be compared. 

The Madana metaphor proves the attractive form of 
Prataparudra.] 

Hi) Then great fortune : 

Over lordship of the earth is (known as) great fortune 

The king Sri VIrarudra, the treasure of virtues, having 
ascended the throne, which ts the first descending path of king- 
ship (the wealth of Kingship) and which is glorified by the ray* 
of the gems shining on the heads of the kings bent down in 
obedience (in service), is protecting the earth with unequalled 
strides and which have the calves (calf muscle) that cross th$ 
commendation of the enemy kings. (15) 

iv) Then loftiness: 

Thp quality of liberality is pronounced loftiness : (Th$ 
quality of a munificient is loftiness or audarya.) 

There is no; other munificient person equal to the king 
Rudra in the thr^e woflds, who concealed the fame of the Iord& 
of the quarters with the praise of the cluster (rows) of qualities, 
because the court-yards of the gem-set Bouses of the scfaolwsr 
are made fragrant by the odours of the rut of the elephants, 
tbat arose all around, (16) 



1QA. 
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Bhavapraklsa, p. 73 Is. 6 and 7 Gaekward's Oriental Series, 
i) awdfeya earrings Baroda 1!>30. 

ii) aropya necklaces etc. 
iii) niksepyas anklets etc. a&d 
iv) baa'dhamyas bracelets etc. 
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v) Then brilliance : 

Illuminating the world is known as brilliance (Brilliance 
is nothing but valour). 

There arises the knowledge of visibility (manifestation) 
to the rocks lying (situated) on the other side (of setting- 
mount). The western mountain (behind which the sun sets) 
which does not see the sun and which possesses the solidified 
darkness when the lustre (in the shape) of the sun which steals 
away the arrogance of darkness of the hair of the ladies of the 
enemies, of the sovereign of the kakati family who wishes to 
conquer, is always shining. (17) 

[Here it is described that Prataparudra is illuminating 
even the rocks that are beyond the mountains on which the sun 
sets, by his valour which looks like the sun. Hence we note 
that his brilliance is illuminating the entire universe, 

When his enemies were killed in the battle their women 
having been separated from their husbands did not apply oil to 
their hair which became pale* So they are said to have lost 
"fheir pride.] 

vf) Then Craftiness: 

Dexterity in performance is (Considered) craftiness. 

How to describe the dexterity of the king VIrarudra who 
is the abode of qualities wherein is the acquisition of Van! and 
Sri who are opposed to each other. Further the king who wishes 
to , conquer the quarters bears the earth which is freed from the 
condition of a rival wife with the acts that created pleasure 11 
and which is pleased with those matching courtesy (shown) 
along with them (Van! and Sri)* (18) 

- [Here it is described that VIrarudra is skilful in achieving 
amity first between Sarasvati and Lakgmi who are by nature 
opposed to each other 12 and then attending on the Earth (which 



IK $$ SRR&r TOW: qfofls 1 P.R. p. 11. BO. Ed. 1931. 

^ etc; The Raghuvamsa - VI-29 and cf. the nyaya. 
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is usually said to be the wife of a king) Which is also amicable 
with the other two. From this we note that Virarudra is capable 
of handling objects of opposite nature, creating friendly atmos- 
phere with his dexterity. So his craftiness is known.] 

vii) Then virtuousness : 

Attachment of mind to the prescribed conduct is virtuous- 
ness. 

(One who (strictly) observes dharma or the code of conduct 
prescribed in the scriptures is called dharmika and his nature is 
dh&rmikatvam*} 

The Kakati-lord does not endure improprity even in a jest; 
the story of an other girl even in a dream and the attribution of 
a blemish even to an enemy. (19) 

[Coveting others property and speaking lies etc., are con- 
sidered improper. When it is said that he does not tolerate 
unbecoming affairs it shows his firm attachment to the virtuous 
conduct.] 

From the word 8di used in the word dharmikatvndaye 
(verse 11) two more qualities also can be considered. 

viti) Then super natural power : mahamahimatvam 

Possession of godly nature is supernatural power as : 

KausalyS become the first mother and DevakI the second 
to Vinu. Then the great Mummadarnbl, the third mother. He 
who was Raghupati in the tretcl and Souri (Krsna) in the dvapara 
becomes victorious in the form of Virarudra in the Kali for 
protecting the earth. (20) 

[As it is said here that Virarudra is the incarnation of 
Lord Visnu there is godliness in him and hence possesses 
supernatural powers.] 

Erudition : 

Excelling scholarship in the entire field of knowledge is 
erudition. 
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The great kakati strolls in the assembly pleasing the multS 
tude of intelligentia (intellectuals) with discussions in all th 
six systems of philosophy; satisfying the poets with the pith; 
sayings that are capable of indicating the path of good literature 
and gratifying the lute players with all kinds of musical instru 
ments that can reveal the secrets of the Upanisads (science 
of music* (21' 

[The Nyaya, Vaisesika, Saixkhya, Yoga, Purvanalmamsa 1 
and Uttaramiroamsa are the six systems of philosophy.] 

The musical instruments are of four kinds, 

After the enumeration of the qualities of the hero, thi 
nature of the hero is defined. 

The hero is described as (one who is) pretty with fame am 
valour; interested in piety, passion and wealth; preeminen 
(leader) and abounding in qualities. (22 

[Appropriate praise is known as fame, which is acquirec 
by the acquisition of wealth and by wielding a fitting septre. 

The qualities are of two types -(i) ordinary and (ii) extra 
ordinary. Birth in a decent family etc., are ordinary whereai 
manliness and lustre etc., are extraordinary. One who is having 
thes& ordinary and extraordinary qualities is said to be abound* 
ing in qualities which phenominon is considered the usug, 
characterstic of a hero. 

One who pervades throughout the play and attain* 
the fruit is kijown as the hero or nayaka. 14 



From the conjunction and i.e. ca in the word 
it is to be understood that the heroes are of three types-til* 
excellent; the average; and the lowest. Any one who possesses the 
qualities eaumarated like pervading the entire play and obtain*- 
ing the fruit etc., belongs to the first type i.e. excellent class, 
If a few qualities are absent he belongs to the second type i.e., 
average and who does not possess many of the above qualities 
belongs to the third type i.e., lowest. 

13* Purvamimamsa, Some treat Mimamsa as one whole and include 
Vyakarana to make up six. 

14* srzrftf SlFTrfcT IT? 
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Though the qualities like fame, valour etc; can be Inferred 
from the usage-abounding in qualities i.e. guttzidhyapada, the 
reiteration is only to emphasise their importance.] 

The fortune of fame and Valour : as 

The great disc of fame of king VIrarudra of the 
Kakati family holds up the splendour of a single umbrella for 
the three worlds, which was raised by the support of piety. The 
sky which is dark like the colour of the (blue) waterlilies looks 
like its (disc of fame of the king) shadow. Hence I presume 
that the sun Pratapa (or Pratlpaxudra in the form of the sun) 
shines always over and above that disc. (23) 

[When it is said that his valour shines over and above the 
sky, it suggests the surpassing splendour of his fame and valour 
over the sun and moon as they shine like diamonds in his 
umbrella only]. 

Interest in piety* passion and wealth etc,, as 

In the king Rudra 3 piety is abundant like wealth and 
wealth stands like piety, passion is like both (piety and wealth) 
and they both are like passion. (24) 

[This means that piety, passion and wealth are in equal 
proportions in Prataparudra/j 

Pre-eminance as 

While the king Kakati VIrarudra is bearing (the burden 
of) the earth on his shoulders, esa (the celebrated thousand 
hooded serpent) indicates his acceptance (or pleasure) of the 
music of his wives by nodding his heads. By showing his chest 
the great tortoise is satisfying Laksmi and by following, the 
elephants at the quarters are removing the grief of the female 
elephants. C 25 ) 

[Adiea the thousand hooded serpent who is said to have 
been tearing the burden of the eaith could not keep company 
with his wives who were as a result striken with grief. Now 
tha^t the king Pratiparudra bears the bwrdea of the earth, 
A4iie?a was freed from his duty and his wives expressing % sigh 
of relief begaa to sing eulogising Prati^arudra, the 
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in extesy of joy. At that time Adisesa indicated his pleasure 
at their music by nodding his heads. 

The great tortoise or Adiknrma is said to be the incarna- 
tion of Lord VisnUj and is supposed to have been bearing the 
earth on its back. Now that Prataparudra took up the task of 
bearing the earth the Adikurma found time to please his wife, 
LaksmI who could not enjoy his embraces for a long time. 

The elephants which are said to have been bearing the 
earth in all the eight quarters did not find time to enjoy their 
wives. Now that Prataparudra is bearing the burden, the 
elephants enjoyed leisure in the company of their wives who 
were agreived for not getting an opportunity to seek the pleasure 
of their husbands. 

^ When it is said that this great earth which is being borne 
by Adisesa, Xdikacchapa and Diriagnaga is now being borne by 
Prataparudra single handed his pre-eminence can be noticed.] 

Abounding in qualities : as 

It would be appropriate if Adisesa narrates with his 
thousand mouths; the sun writes with his thousand hands and 
Hari (Indra) sees with his thousand eyes the qualities of the 
king Kakati-VIra, (26) 

Types of Heroes : 

Four kinds of heroes with the prefix dhlra (brave or deep) 
are spoken of by ancients as udana (generous) uddhata (haughty) 
lalita (voluptuous) and Santa (composed). (27) 

The four heroes - dhirodatta (brave and generous or noble 
minded) dhlroddhata (brave and haughty and boastful also), 
dhiralalita (brave but sportive and reckless) and dhlrasanta 
(brave and composed) are common to all the sentiments 

[They are again divided into four kinds like anukula 
(faithful) etc., in connection with the erotic sentiment, when 
we get sixteen typep (4X4) of heroes. They as usual possess the 
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differences as excellent,, average and lowest. With these three 
divisions the total types of heroes are 48 (16X3). 

The four qualities may exist in one and the same hero 
depending on the situation, as in the case of the play the Afaha- 
viracarita. Hence these terms dhlrod&tta etc,,, are not connected 
with genus, (Jati). They only indicate the difference in situa- 
tions as in the case of vatsatva, vrsabhatva, and mahok^atva of 
a cow]. 

Their nature and examples: 

1. A hero like Prataparudra who is highly self commended, 
very deep, compassionate and not boastful is accepted as 
dhirodatta. (28) 

[Self commendedness consists in not getting perturbed 
with anger etc. Some take him to be dhlra. Here the words 
dhlra and rnahasattva are not tautological. But it is understood 
that he who does not deter from his effort is known as dhlra. 

One who is resolute inspite of the perturbing atmosphere 
is said to be a deep person (gabhirah). 

He who wishes to ward off the grief of others is compas- 
sionate, Krpavan* 

Avikattha : (Not boastful) one who does not blow his 
own trumpet. 



The king Sn VIrarudra who is charming with the fame that 
is superior in all the three worlds, wielding the sword to kill the 
enemies in front, hesitates for a while becoming soft with pity. 
When the bards extoll his valour, wealth and affection he fights 
shy with his eye-brows bent down and never bears even a slight 
indication of happiness, melody, wrath and delight on his 
face. (29) 

[Here, the common qualities like firmness, virtuousness f 
and loveliness with fame and the exceptional qualities like com- 
passion etc. are indicated.] 
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He who is exceedingly proud, jealous, impetuous boastful, 
magical and short tempered is called dhlroddhata (brave and 
haughty), (30) 

The soldiers of the king of Andhra are insulting others 
saying ~ *We are the warriors, Oh Ghurjara! You are torn to 
pieces : Lampaka, Why do you shiver in the battle? Vanga ! You 
are trembling unnecessarily: KonkiBnal, You are blinded by the 
dust of the valour; HtLna ! Be keen on protecting your life; 
Maharastra ! You lost your province." (31) 

Here is the boasting of the soldiers. 

[Here in addition to the self-boasting, pride and envy 
of the soldiers are clear ] 

He is dhiralalita (voluptuous) who is free from anxiety, 
devoted to arts, comfortable and tender. 

The heat of the valour is without any impediment. All the 
enemy kings are bent down subjugated) This earth has 
attained devotion to her husband. This Lord is himself 
Svayambhu Siva. This Prince VIrarudra is brave. He is bearing 
all this burden; Thus enjoys always the king who is the first 
(eldest) of the Kakati family. (32) 

[Here the bravery and voluptuousness of the king Vlra- 
rudra is shown.] 

DhlrasSnta (Brave and composed) is he who is brave, 
composed and propitious (He is) a brahmin etc. 

[The brave endures pain; possesses discretion and content- 
ment; Either a brahmin or a vaisya may belong to this type; as 
others cannot become dhirasZntas 15 ] as 

(i) This assembly of scholars is rejoicing at the alround 

prosperity of the valourotis and the gem of a king Rudra, like 

the lotus pond at the newly risen sun. Multiplying the pleasures 

>f the universe with its own blossoming and becoming a pleasure* 

;round for the growing LaksmI it is eager in the correction of 

mistakes. (33) 



15* 

Da^arupakaII-4 and cf. Sahityadarpana IiI-34. 
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[From the simile *llke the Jotus pond at the sun* i.e. 
Pusanamiva abjakarali it becomes possible to construe the verse 
with reference to the lotus pond also as 

The sun has nearly arisen and his existence is felt every- 
where. At the rise of the sun the pond becomes (a play-ground) 
a pleasure-ground for the lotuses that are blossoming. The pond 
with its blowing is able to supply its perfume to the world and is 
eager to do so as the night has passed out.] 

Here the bravery and composedness of the brahmins can 
be noticed* 

EROTIC HEROES 

Next the erotic heroes are being pointed out : 

These are the four heroes 16 pertaining to the erotic senti- 
ment. They are faithful (anukula), a polygamist 17 (daksina), an 
impudent 18 (dhrs$a) and a dishcnest (satha). (34) 

The heroes connected with the erotic sentiment are of 
four types. They are anukula; daksina; dhrsti and satha. 

Their nature and Examples : 

He who is attached to one only is anukula (faithful). 

If the hero is extremely attached to one heroine only he is 
said to be a faithful hero, anukula nayaka. 

We have already noticed four kinds of heroes like dhiro* 
d&tta, dhiroddhata etc. These are all common types. From the 
examples cited we notice that each one of the four is conoected 

16. We have already noticed four kinds of heroes like dtilrodatta* dhlrod~ 
dhata etc* These are all common types. From the examples cited 
we notice that each one of the four is connected with a particular 
sentiment* As - dhlrodatta for vlra (valour) dhitoddhata for raudra 
(violent wrath), dhiralalita for rngara (erotic) and dhirafanta for 
tanta (composer)i 

17. A lover who is equally courteous to several mistresses* 

18. A faithful husband or lover not ashamed of his fault. 
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with a particular sentiment only. As : dhiroda ta for vlra (valour) 
dhlroddhata for violent wrath dhlralalita for Srngara and dhirasanta 
for 5nta. 

Friend ! what type of penance was practised by the earth, 
as the heroic king Virarudra is sung as her husband. How 
fortunate it is? How can I become his beloved? Respectable 
girl! Do not be distressed. First declaring your name as Sthira 
who possesses the gem-studed girdle I will make the king atta- 
ched to you always. (35) 

Here the special feature in the love of Pratiparudra for 
the earth is suggested Because of this the girl is given the name 
the Sthira (earth) and ratnakaramekhala by which love can be 
reveted. 

In this verse the first half is uttered by a girl who is deeply 
in love with Prataparudra to know the method of attracting him 
and the second half is an answer by her friend who thought of a 
beautiful device to make the king attached to her friend. 

{Sthira means fixed or firm. As the earth is immovable 
she is called sthira. Any person whose love is firm and fixed is 
also called sthira for which the feminine gendre is sthirQ. So this 
girl (who is in love with Prataparudra) also can acquire the 
name sthira. Ratnakaramekhala also is one of the names of the 
earth. As the earth is encircled by the ocean (ratnakara) like a 
girdle (mekhala) on waist, it is called ram&karamekhala. In the 
present instance this girl can also be called by the name ratna- 
karamekhala. Here it means a gem-studed girdle i.e* one who is 
having a gem-studed girdle. Hence the epithets sihirft and 
ratnakaramekhala apply to both the earth as well as this girl. So 
It is easy to get the love of Prataparudra reveted in this girl.] 

Though the king has got many wives here it is described 
that this love is fixed in the earth only. As such he is an 
ahukula : 

Daksina: is one who treats all his wives equally : 

A hero who moves equally with all his wives without any 
difference is called a daksinanayaka* 
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Ooe was summoned with a humourous speech (narmakti) 
for amorous sports, the <intension of the) heart was made mani- 
fest or visible to another with purposeful glances and through 
a servant the material for decoration was sent for some other, 
(But) during contemplation as to which place he should go the 
night became a day to the king. (36) 

Honouring Van! (goddess of speach) with the mouth, 
Lak?ml (goddess of wealth) with eyes and earth (kingdom) with 
shoulders (i e. bearing the earth on his sholders) the king Rudra 
is equally poised (i.e equally disposed to them without any 
difference) (37) 

The hero is described here as equally disposed towards all 
his wives. Hence he is said a daksinanayaka 1 . 

[Here it is to be noted that in the second verse above Van! 
etc , are made verbal where as in the first verse they are sugge- 
sted. The feminine gender in Van! etc., is suggestive of the 
heroines with those names ] 



1* From the definition of the daksinanayaka given above it is under- 
stood that he is equally well with all his wives. Here there is a scope for a 
doubt whether this does not become a rasabhasa as in the case of a woman 
who dallies with many a man as there won't be the full play of the Vibhava 
etc. If this is accepted the hero, is only considered a rasabhasanayaka but 
not a rasanayaka* In such a case it would be a mistake to enumerate 
daksinanayaka among the rasariayakas. 

To this the answer is as follows : Even for a daksinanayaka the love i& 
more in the case of only one person slightly less in the case of other and still 
more less in the case of another. This difference in love is considered 
inevitable. But the deOnition tulyo *nekatra daksinah does not speak of 
equal love but only emphasies his behaviour. Because of this behaviour 
every girl feels that the hero is attached to her only. As such he who behaves 
in a manner as to make every woman feel that he is attached to her only 
becomes a daksinanayaka. He does not become a iatha (dishonest) as there 
is no dishonesty in his love. As his behaviour is beet with love, there will 
be the full play of the vibhavas etc., giving rise to the sentiment, In the 
case of a woman this behaviour is considered not possible. Hence there will 
be rasabhasa. 
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Dhnta : 

He who is not afraid though bis guilt is evident is impu- 
dent i.e. dhrstanfiyaka, 

[Though the guilt of enjoying another lady is established 
by the marks on his body made during sex, the Dhrsta does not 
fight shy in the presence of his beloved.] 

as 

All your limbs indicate your enjoyment with Rajyasri (the 
name of the heroine) where is indecorum in it? Her name is 
given to me this is audocious! I know you having many 
wives, what else is to be said ? We are small and your love is 
greater for VasumatI "What is the use of our prattlings ? (38) 

[Here the guilt of the hero which is indicated by the marks 
on his body made during his enjoyment with some other girl is 
established beyond doubt, 

To give the name of another girl to a girl with whom he 
was at that time is another mistake called gotraskhalana* From 
these two mistakes his crime is evident but at the same time bis 
boldness or fearlessness also is clear ] 



He who acts secretly in an unpleasant manner is dishonest 
i e, iafhanSyaka* 

&i$to f9 is one whose offence is known only to the heroine* 

[He commits the offence of not keeping company with his 
wife. At the same time he joins other girls secretly i.e. keeping 
others in dark, This is known only to his wife. He behaves in 
a manner that she becomes helpless before hh audacity ] 

You simply stare with your (sight) eyes, hut not heartily. 
You speak sweetly i.e. your speech is sweet but not with attach- 

19t The exemple in this case does not relate to Prataparudra. 

[%flT; I 

s; \\ 



Nlyaka Prakaranam 17 

ment. You exhibit the chest outside but not inside. Oh, 
Kakati lord! it Is understood that the earth Is your better- 
half and you are concentrating on her. In our case there 
is only the mortification* Enough of this useless and outward 
flurry. (39) 

Here the empty looks and the polished speech of the hero 
are known only to the heroine. His offence is secretive, 

[The Kakatlyas are here described in connection with 
different heroines. Even then, as VIrarudra comes of that family 

it is to be understood that there is his reference in all the cases] 

'COMPANIONS 

There are four companions to the hero who help him in 
procuring the heroine, by name plthamarda, vita, ceta and 
vidusaka. Their nature is 

It is thought that plthamarda is a little less, vita is the 

possessor of only one branch of knowledge; ceta is an adept in 
uniting and vidiimka is he who is fond of humour. (40) 

\Plthamarda is a little less in qualifications than the hero, 
He is the hero of a related episode. He is known as Pataka 
nSyafca 2 i.e. a hero of an episodical intimation of a subordinate 
incident e.g, Sugrlva and Makaranda etc. 

Among the branches of knowledge like music etc., vita 
knows only one branch e.g. Kalahamsa etc. Ceta is an adept in 
deviceing the methods of bringing about a union between the 
hero and his love and vidusaka creats humour by means of his 
makeup, speech and actions. These four in one way or other 
become useful to the hero] 

Their examples are clear* 
20. e.g* Sugriva in the Ramayana. 



: H 

Das'arQpaka - II-8. 

661 2 



18 Prataparudrlyam 

EIGHT KINDS OF EROTIC HEROINES 

I) svSdhinapatika, 2) vasakasajjika, 3) virahotkanthim 
4) vipralabdha^ 5} khandlta^ 6) kalahantarita ', 7) Prosita** 
bhartraka and 8) abhisarikS are (ths eight) and they are 
defined ; (41-42) 

(i) A women who Is always caressed by her husband is 
known as 



[This woman has got control over her husband. If the 
husband is too fond of sex this situation arises,] 

as 

The king Prataparndra is awaiting every minute the arrival 
of his beloved sarvamsaha (theeaith) fondling her with those 
desired objects. (43) 

[Here the actions of Prataparudra reveal the control of 
his beloved over him. Her attraction commands his constant 
attention], 

(ii) She, who decorates the bed-room and self again and 
again at the time of the arrival of her lover, is V&sakasajjika '. (44) 

She gets ready in her chamber with the objects of enjoy- 
ment i.e. she decorates herself with all her ornaments and 
prepares the bed-room with all attraction, in expectation of 
her lover. 

[It is usually thought that the word Vasaka means v5ra 20A 
i.e. the day of the week. From this it can be understood that 
she who decorates herself and the bed-room in her turn with plea- 
sure, awaiting the arrival of her lover is Vasakasajjika i.e. a 
woman completely prepared to meet her lover as her chance 
comes. 

as 

Virarudra was awaited at the time of coronation by Sri 
(Laksmi) who is longing for him after decorating the main abode 
with her lustre. (45) 



20A. ^^sfttjjf *fn^j 3TO3n 1 ; Is the usual saying. 
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(ill) Virahotkanthita is one who becomes anxious when her 
lover delays inordinately. 

[She knows full well that her lover is not guilty of any 
crime. He is open minded, strigfat forward and affable. When 
she is awaiting the arrival of such a lover some how their is 
intemperate delay on his part. She gets agitated and disturbed 
as it becomes difficult for her to endure bis absence. Such a 
woman is known as Virahotkanthita. ,] 

as 

When king Rudra is fragrant with such qualities^ there is 
no room for any suspicion (of his attachment with another girl). 
With which assembly be is delaying (we do not know)- He is 
not accessable to (my) girl friends. Oh cupid ! Here I fold my 

hands (a mark of respect) go, fetch my lover* Because your 
dear friend Moon is spreading his rayb all over. (46) 

[Here assembly may mean a sastraic debate or a music 
concert or a dance recital. This shows that the heroine is not 
able to bear the separation from her lover and her thoughts 
about him indicate her eagerness to meet him. So she is vira- 
hotkanthim. 

(iv) A woman who is love lorn when deceived by her 
beloved after fixing the meeting place is said to be vipralabdha by 
the artists, (47) 

[The word vipralambha means a deceit. So one who is 
deceived is a vipralabdha i e. She is disappointed by her lover 
by breaking his appointment.] 

Friend ! go first, where is the news of the beloved's 
arrival? We reached the dead of night; Oh ! appointed building, 
you are abandond. You are unnecessarily made clay by my tears. 
All of us who advanced towards him, are usually deceived (in 
him) as the king Rudra happens to be the most beloved of 
Rajyasri, the fortunate of BharatI and lover of Bhti (devi). (48) 

From this it is understood that her lover did not turn up to 
that appointed building, that it is past dead of night and that she 
had to leave the place with a heavy heart, The expression that 
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it became muddy with tears suggests that it ought to have been 
wet by the swet caused by sex-sport but it is not so unfortuna- 
tely. When it is said that he is loved by RajyasrI 3 Bfaarat! and 
Bhu 3 it means that he is having so many wives and so it is not 
his mistake in breaking the appointment, but It is the mistake of 
this girl only in loving a person who has many loves by that time* 
Her dejection and self reproach show her love lorn condition 
and the deceit of her lover. So she is vipralabdha* 

(v) When the lover arrives in the morning after spending 
the whole night with some other woman she who is enraged at 
the sight of the marks of coition (on him) is considered a 
Khanditti* (49) 

As 

The night is restricted to three yamas (yima is of three 
hours duration) and beloveds to you are in thousands. On your 
way you came to my house also in the early hours. Say, what is 
to be done ? True, all are to be looked after by the kings. What 
is your mistake in it ? I am only agdin exerting you much. (50) 

These are the words uttered by a woman on looking at her 
lover who spent the night with some other girls and came to her 
house in the small hours of the day., in dejection* 

[The word marg^saktya means that he entered her house 
simply because it is on his way but not with an intention of 
meeting her. The word Pratareva means that the morning time 
when he came is not fit for daliaoce and so his presence is of no 
use. As such she feels that he came there in his official capacity 
as he is duty bound to take care of his subjects,] 

From her speech it can be understood that she is angry 
with her lover for his infidility. 

(vi) She who rejects the lover in anger and then feels miser* 
able is described by scholars as Kalahmtarim* (51) 

[A woman first rejects the approaches of her lover who 
tries to appease her by way of entrities etc. But after he leaves 
the place she feels distressed. Such a woman who is separated 
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from her lover in consequence of a quarrel is known as Kala 
hantarita ] 

Oh ! heart \ agitated with wrath ! you insulted the beloved 
who was entreating in that manner* It was not known that he 
was a king. Endure th^ agony of separation. (52) 

Here the hero is an adept in erotic science* He knows to 
appease the anger of his love. But as he was insulted he left the 
place, of course temporarily. In his absence, feeling the pangs of 
love the heroine uttered these words addressing her heart which 

is responsible for her miserable state.] 

(vii) If tile husband is abroad she who is afflicted., becomes 
profitabhartrkff . 

Proslta means out of station. 

While the (other) kings are delaying in the Kakaiicity 
(i.e. the capital of Prataparudra) for serving the king VIrarudra 
whose fame spread over the three worlds, their ladies being 
struck with the arrows of cupid in the form of extreme horripila- 
tion caused by their meditation (upon their husbands) are spend- 
ing day time fixing their sights at the gates and nights with the 
hope of dawn, (53) 

[Here the husbands of the heroines are away from them 
in a distant place. So they are feeling the pangs of separation* 

Their awaiting the arrival of their husbands^ sleeplessness and 
constant reflections reveal their agony etc. So they are said to 
be pi'ositabhartfkas,'} 

(viii) A woman who starts out to meet her lover having 
been overpowered by cupid is Abhisanka. 21 

[A woman in cupid*s agony if starts out to meet her 
lover by assignation is called abhisarika. She^ who makes her 
lover come for her Is also called abhisarika. The act of pro- 
ceeding towaids each other is known as abhisarana. She who 
possess this is abhisarikaJ] 



21. 'OTCrafef^r^ar ^BRf ^^Tf^T!W \ Dasarupaka 2-27. 
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As 

You shallow one ! Enough of your confusion, let the 
king be to your liking* I never observed or heard of an abhi- 
samna (going) on an elephant, (54) 

[These words ate uttered by the Friend of a heroine who 
asked her to keep ready an elephant for her journey to meet her 
lover. In this verse there is the idea of abhisarana.] 

Their Helpers (to fetch them their heroes). 

Das! (a slave) sakhl (Mend) karu (female agent) dhatieyl 
(the daughter of a foster mother) prltive&in! (neighbour) lingin! 
(female ascetic) silpinl (female artist) and (their) own are consi- 
dered the female messangers as well as helpers- (55) 

[A woman who works in a place of appointment is a da si 
(servant), who helps because of friendship is a sakhi (friend), 
who acts on behalf of the heroine is a karu (agent), the daughter 
of a woman who fed the heroine with her breast is dhatreyi, who 
lives In her next door is praivesinl (neighbour), who renounced 
all and took to asceticism is llngini (female ascetic) and who 
possesses the knowledge of fine arts like painting etc; is silptni 
(female artisan)]. 

The word sv3ca may mean self i.e. there is the practice of 
the heroine herself acting as a go between in disguise. 

Svacamzy also mean relatives. 22 They are sisters,, hus- 
band's sisters and the daughters of maternal uncle etc. Their 
nature and functions can be grasped from the above.] 

The categories like padminl 9 citrini etc. mainly enumerated 
in the science of erotics are to be understood. 

(Padmini, citrini, sankhim and hastini are the four kinds 
according to the Kama sastra). 

Briefly the heroines are of three kinds namely, Mugdh$ 
(Ignorent), madhyS (a woman in the middle of her youth) 
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la the above example the behaviour of the heroine lies 
between basfafulness and amorous thoughts. Hence she is a 
madhyaJ\ 

Praudha ; 

Because of the experience of sentiment in the fawn-eyed 
lady who is looking at the king* Rudra,, who is by nature hand- 
some amorously and pleasantly with the majestic and delicate 
thoughts existed at that time, there arose in her sattvika emo- 
tions all of a sudden. What a wonder ! The skill of the arrows 
of cupid is victorious in her youthfulness. (59) 

[When the thoughts of love dominate the bashfalness she 
becomes a praudhs* 

In this verse we note the expression of her coquettish play 
more than her bashfulness. So she is considered a praudha.] 

The other varieties can be found as and when occur. 

[This is a short account of the classification of the differ- 
ent types of heroines. Many other varieties have been enume- 
rated in other works. A birds eye view of these varieties is dfs 
follows : 

There are three types of heroines : (i) sviy% (own) 
(ii) parakiya (belonging to another) (iii) samanyn (common)- 
The sviya (i.e. No* i) is again classified into three types 
(i) MugdhS (ignorant) (ii) Madhya (in the middle of the youth) 
and (iii) pragalbha (same as praudha an adept). There is no 
sub-division again in Mugdha. The MadhyS and pragaJbha 
are divided into three types (i) Dhira (supresses all outwaord 
expressions of her recentment in the presence of her lover or 
husband though jealous of him) (ii) adhira (capricious) and 
(iii) dhirzdhira (alternately expresses and conceals her jealousy), 
^hese again are marked by a subdivision (i) jyesfhs (eldest or 
lief) and (ii) kanistha (youngest). 

The parakiya is of two types (i) kanyS (virgin) and 
ii) viVff&ftff (married). 

The samanya (common) is ve&ya (prostitute) and there are 
no other divisions in this class. 
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[The sviya Is of thirteen types, pardkiya 2 types and 
one type only. All told there are 16 types. Again if the eight 
fold division of the $v3dhinapatik3 etc. is considered individually 
here the total number comes to 128. By considering these 128 
kinds with respect to the divisions (uttam? madyama* adhama} 
we get three hundred and eighty four types. Now by counting 
Padmini etc. there will be 1536 divisions. At this stage if we take 
into account the kinds divya, adivya, divyadivyQ* there are 4608 
kinds. These can be once again multiplied by the three varia- 
tions coming under vata, pftta, and $iema* Then we get 13,824 
types. From the difference in caste like brahmin etc. the number 
becomes 55,296. Again when the gunas like sattva etc* are 
accounted it becomes 1,65,888, Like this the types go on multi- 
plying endlessly* We can also note the same thing with respect 
to heroes.] 

Having thus completed what is required advocating the 
importance of the description of the qualities of a famous 
person he closes with the following grasping verse. 

The appearance of qualities and figures in a composition 
(which is) replete with sentiment becomes delightful to the heart 
through the glorious word and meaning. Their blossoming which 
is lovely with the sweetness of the nector (that is) flowing glori- 
fies if beset with a famous history throughout* (60) 



[Therefore a great qualified here is essential. By setting 
him in the composition the word and meaning get awakening 
and become pleasant with their flowing nector. They also 
become blessed. On account of the presence of this type of 
words and meanings the qualities and figures of speech shine 
well through which the work flows with sentiment. 

The above verse is the epitome of all that is said in this 
chapter on heroes.] 

(The following text though does not seem to be the conti- 
nuation of the first chapter is being translated as it appears in 
the printed text of the PratSparudrlyam}. 

The qualities and figures of speech which cause beauty 
become blessed only when there are suitable objects to be 
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adorned. 23 According to the practice of the world, the object 
which becomes the ground for decoration is considered (as) 
alamkarya. As such the composition itself becomes alamkarya 
on the ground that it becomes the resort for the qualities and 
figures. The saying that rasa (sentiment) etc. are adorned is 
with reference to their importance like the atms (soul) as in the 
case of the ornaments like chains, anklets etc. Rasa etc. 
becomes the soul of poetry as they enliven life. Rasa becomes 
important in some places; Alamkara (figures) some times and 
vastu on other occassions. 

The Importance of rasa - as 

la the youth of a pretty girl which is charming with the 
amorous gestures that sprouted up slightly, shining with the 
foliage in the body and possesses only the budded breasts the 
cupid is flowered and fruited* (61) 

These are the words of Prataparudra who possessed a 
desire on looking at a girl Here there is the suggestion of the 
sentiment srngara. 

[Here the girl becomes the nlambanavibhava. Her emerg- 
ing youth is uddipanavibhSva* Her slow gait etc. becomes 
anubhSvas and the desire and uneasiness etc. become sancari- 
bhavas. In the combination of these things the passion of 
Prataparudra takes the form of sentiment or rasa. 

In the case of a tree we usually observe the four stages. 
1 The sprouting, 2 leafing, 3 flowering and 4 fmting. In the 
same manner even in the present case connected with the girl we 
can notice these four stages.] 

The importance of alamkara as 

When the fame of Prataparudra is recreating at the ends 
of the quarters the borders of the visible and invisible worlds 
are marked with the melting moon-gems (stars) always. (62) 

Here it is understood that the moon-gems or moon-slabs 
that are in slopes of the mountain which divides the visible and 



23. ^M^feR means the instrument for causing beauty. Here the figures 
of speech and the qualities are the instruments* 
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the invisible worlds are melting by a mistaken notion of the 
moon light in the fame of Rudradeva. Hence this suggests the 
figure bhrantiman* There Is Importance even to a figure of speech 
in the state of suggestion* 

The importance of vastu : as 

When VIrarudra who is illustrious in th* three worlds 
descended in the KakatI family the serpant - reposer (Lord 
Yisnu), having left the milk ocean entered his mansion. (63) 

Here by saying that the serpant-reposer leaving the milk 
ocean entered his mansions, it is suggested that the Lord VISBII 
is not in the milk ocean. By this the vastu (bhava) that Lord 
Visnu (the highest among men Purusottama) has descandfcd 
into the family of Kakatlyas in the form of Prataparudra is 
suggested. 

Thus there are three important types of suggestion. The 
qualities (gunas) and figures (alamknras) shine only in connec* 
tion with a composition, A composition becomes the delight 
of a connoissure through the flash of a word or meaning and 
both word and meaning. 

(i) The word-flash means that renoun of a perfect cons- 
traction * 

The celebrity of construction which will be substantiated 
in the arabhati (vrtti) is known as word-flash. 

As 

The impetuous sport of the mighty arms of the king 
Rudra who is raising greatly, are capable of protecting the 
earth, destroyer of the universal agitation: possesses unpercei- 
vable courses; unsheathed swords in the case of punishing the 
mean ksatriyas and the thunderbolts in cutting off the mountains 
of the pirde of the roaring wicked. (64( 

[Here the allitaration caused due to the syllabic setting 
(in skt.) produces the word-flash (sabdasphurana)'j. 
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(ii) The wealth of meaning that is not touched previously 
by any one is knows as meaning flash (arthasphurana)* 

As 

The scholars who have observed the folding (of hands) of 
the enemy kings reflected in the swords sporting in the battle 
field (of Prataparudra) are of the opinion that it is the lotus 
which is the abode of Victory-wealth (Jaya laksml). But I pre- 
sume that it is the lotus-sea of Vidhi (Brahman) which has come 
down to gather the lives of the enemies of the king Prataparudra 
for re-creation. (65) 

Here the wealth of meaning is not previously touched upon 
by any other poet. Hence this is mean ing- flash (arthaspuratta}* 

(iii) Word-flash and meaning-flash (ubhaya sphuratia}* 

The efforts of the expeditions of the calamarfiga^da 24t liing 9 
creating a cloudy day with the wel!~up tears of woman of the ene- 
mies ; which possesses the lightening quarters then itself with the 
multitude of elephants in the form of mass of clouds, which are 
efficient in surrounding the tent of the (enemy) kings (that cover 
the slopes of mountains) and which possess the increasing roar- 
ings of the elephants, indicate the fear of a rainy season- (66) 

[If both the word-flash and meaniog*flash are present 
combined in one then there appears this third variety- In the 
present verse both these flashes can be understood.] 

The beauty of a composition is because of these flashes of 
word and meaning only. The delight of the hearts of the connoi- 
sseurs is due to the description of the biography of a famous 
person, even in the case of these words and meanings* Hence 
the importance in a composition is only to the hero. 

The descriptions of the family, customs, fame, valour, 
learning and character etc; of the hero, if given are acceptable to 
a. majority; (67) 

24* The king Prataparudra had the title Calamaniganda. Ganda is a 
Kanarese word meaning husband. Calamarti may be a Vernacularised 
form of Calamartya ganda which means that he acts as a husband to 
the deceitful persons* 
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If not, having described all the qualities of the rival hero 
and to describe the greatness of the hero as conquering his rival 
is also accepted at times. (68) 

The following are the examples respectively :- 

(i) This pre-eminent king Sri Viranidra whose reality is 

Paramapurosa (supreme spirit) whose descent is in the family 
of the kakati-kings, whose behaviour has the method of doing 
good to the world and whose praise has belitteled the kalpavrksa, 

karaadhenu aod cintamani, surpasses. (69) 

Here the hero's family and other qualities are directly 
described :- 

(ii) That Sevana king, whose valour became the umbrella 
for the darkness of pride in the ramblings of the enemy kings 
and whose strength of the bar~like-arms became the door keeper 
of the mansion of the three worlds, too, having heard the sounds 
of the drum of the king VIrarudra in the battle field, flying 
away got agitated (being struck) with great fear. (70) 

This is the second method of describing the greatness of 
the hero. Here in the first half of the verse the greatness of the 
king Sevana is described and in the second half it is said that he 
was greatly agitated and fled away from the battle field on hear- 
ing the sounds of the battle drum of Rudradeva. As such great- 
ness of Rudradeva Is established in conquering a powerful foe. 

This type of description does not fit In the case of a hero 
who is utpadya. It is better to enumerate the customs and quali- 
ties of his family in many a way to establish his popularity in 
the world. These two are possible in the case of a natural hero, 
As his lineage and customs are well known in the world, the 
description of his subjugating the fearful foes by the poets is 
apt. In this way the heroes are of two types :- 

1. Svatahsiddha (natural) and 

2. utpadya (created). 

In this (it is to be noted) 

As thte sentiment raudra (wrath) which -has external alarm 
is described in the case of a dhlr&ddhata> and the sentiment 
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ara (erotic) which has many feelings in the case of a dhira- 
lalita. (71) 

t> 

Such a description is not possible in the case of a dhiro- 
dstta but it is proper to describe the sentiment only in accord- 
ance with his acts. (72) 

If the hero is a dhtrodatta the description of the sentiment 
hSsya (humour) and the like etc; thwarts the effort and subs- 
equent feelings. (73) 

The description of a dhirodatta hero enhances the prestige 
of compositions, as he excells all other heroes. 

The chapter on heroes, in the Pratsparudra Yasobhusaita, 
the science of rhetoric and a work of Sri Vidyanatha is com- 
plete. 



CHAPTER II 

KAVYA PRAKARA1JJAM 
The chapter on *a composition* 

The Illustration of the form of a Kavya 

Words and meanings beset with* qualities and figures and 
rid of defects (make up for poetry), those who are well versed 
in poetry know that poetry is of three types : 1} Prose, 2) Poetry 
(verses) and 3) A mixture i.e. a combination of both prose and 
poetry. (1) 

Words and meanings which are rid of defects, which 
possess qualities a0d figures of speech constitute poetry* This 
is the general definition. 1 

[Having explained the characteristics and types of heroes 
related fto the subject) now he proceeds to illustrate the form 
of K&vya. The above verse gives the general definition of 
poetry, 

Here though the statement regarding the avoidence of 
defects is not spoken of first in the definition, it is treated first 
in the explanation. This shows that not even an iota of defect 
though crept in unconsiously, can be tolerated. Dandin also 
opines that however minor a defect may be, it should not be 
neglected as it spoils the composion like a patch of leucoderma 
on the body, 2 

It is also to be understood that one single defect gets 
merged in the multitude of qualities, like the black spot of the 
moon in its mass of qualities, 3 is not applicable in the case of 
poetic composition. 

1. This definition is accepted by Maramata but refuted by Visvanltha 
and Jagannatha etc. 

2. Kavyadar^a I 7. 

3* Kumarasambhava I 3. 
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Here it Is to be noted A composition is to be first 
devoided of defects and then beset with qualities. But some 
feel that the qualities are nothing but the absence of defects 
and not independent entities. This view is not correct. The 
qualities have their individual characterstics and hence to be 
dealt with separately. 

It is the qualities that bring about charm in a composition. 
A poet who is indulged in exploring the qualities has to neces- 
sarily take interest in the matter of figures also, as the figures 
are capable of enhancing the charm or beauty. From this it is 
to be understood that the words and meanings debarred from 
defects and admitted of qualities and figures become poetry. 

It is not possible to separate word and Its meaning. As 

such even, if it is said that 'word is poetry 9 it means that both 

word and its meaning become poetry and vice versa. Such being 

the case what is the implication in saying that both word and 

.meaning together constitute poetry? 

It is true that sabdas (words or sounds) are not free from 
meanings. But in music there is only sound but no meaning. So 

that type of sabda cannot become poetry. There are instances 
where meaning exists even in the absence of sabda. For example 
the meaning understood from signs (made by a dumb fellow) is 
not from sabdas. So this also cannot become poetry. Therefore 
it is to be understood that in a kavya (composition) there must 
be the meaning derived from a sabda only and a sabda that can 
express a meaning only. 

From this it is clear that there must be both sabda and 
artha for a kavya* 

Again if it is said that those compositions in which iabda 
is made important become kavya> it means that those in which 
anha (meaning) is made important do not become ksvya. The 
vice versa also is true. Hence what is already said that both 
sabda and artha together constitute poetry is the correct defini- 
tion* 
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(Material for poetry) 

The word and meaning are the form; the splendour of 
suggestion is the soul. The simile etc., are the embelishments 
there, like chains and others. (2) 

There, the double-entendre etc*, are the qualities that 
stand like qualities of valour and others and the diction (riff) 
brings beauty to the soul like the nature. (3) 

The styles (vrttayah) like bthaviour effect lustrous 
ornamentation and the tying (sayyn] which gives rest in accor- 
dance with the words, is agreeable like a bed which gives repose 
in accordance with the steps. (4) 

The development which possesses different kinds of relish- 
ment of sentiments stands like the pudding which has several 
kinds of enjoyments of tastes. Thus the wealth of the composi- 
tion is prominent like the material of the world; (5) 

[The wealth of material required for a composition is the 
same as that of the one required by a beautiful lady in this 
world. For a person the form is her own body, the ornaments like 
chains, neeklace etc* are the embelishments^ courage etc. 3 are 
the qualities, that are natural. Here we notice the bed and 
pudding also as essential. 

Like wise in the case of a composition we notice that the 
word and meaning are the form or body; the suggestion is the 
soul; alliteration., simile etc , are the ornaments, the diction 
like vaidarbhl are the natural qualities for the beautification of 
the soul. Styles like the kaisiki are the well employed metres; 
$ayy$ (bed) is nothing but the correct pausing and the draksft- 
paka etc., are the pskas (developments) ] 

These pakas are always connected with the relishment of 
the sentiments like erotic etc.] 

Words and Meanings ; 

The entire world of words (sabdajatam) is of three types *- 
1) Explanatory (vacaka), 2) Secondary (laksaka) and 3) sugges* 
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tive (vyanjaka). The world of meanings also is of three types 
I) Explicit (vacya), 2) Denoted (laksva) and 3) suggested 
(vyangya). The intended meaning (tStpnryanha) is only the 
suggested meaning but not different from it. The co^notative 
power of the words is also of three types 1) The verbal or literal 
(abhidha), 2} Secondary (laksana indirect or secondary applica- 
tion) and 3) Suggested (Vyangya). Even the non essential or 
secondary power (gaunavrtti) is only a division of secondary 
application; because it also arises from the incongruity of rela- 
tionship like the secondary meaning (laksana) as in the case of 
'Manavaka is fire' (agnirmanavakah) where the knowledge of 
Manavaka who is distinguished with a similarity with fire is inten- 
ded. In the same manner, the knowledge of the bank distingui- 
shed with the relationship of the Ganges is intended in the case 
- of the statement c a hamlet IB the Ganges' (gangayam ghosah) 
because if it were to be a mark of mere relationship with the Gan- 
ges, the sinctity attached to the hamlet becomes futile. Therefore 
the laksana (secondary) is mainly of two types 1) Confined to 
similarity (sSdrsyambandhana) and /) confined to relationship 
(Sambandhanibandhana). The sambandhanibandhana is again 
divided iato two kinds 1) Jahadvacya (abandoning verbal) and 
2) Ajahadvacya (non-abandoning verbal). The tadrsyaniban*- 
dhana also is of two types 1) Saropa (imposed) and 2) *S3dhyava- 
saya (identified) - Thus the laksana (secondary meaning) is of 
four tvpes. The four types of vrttis (styles) kaisiki, arabhati, 
sattvati and bharati bring dependent on the arrangement (of 
syllables) are the indicators of the condition of the sentiment 
{rasa). The same is said in the Dasarupaka : 

'The kaisiki, arabhati and likewise Sattvatl and bharati 
are trie fou<" styLs (vrttis) to be known as the indicators of the 
condition of the sentiment 5 

It is well known that the arrangement also gives rise to 
the sentiment. An arrangement of syllables not in consonance 
wth sentiment is considered a defect. The vaidarbht etc, are 
the specialities of diction (ritayah) and not included in styles 
(vrttis) . 

[It is understood that the words are of three kinds 
1) vacaka, 2) laksaka arid 3) vyanjaka* By the expression 'word* 
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We have ro consider only those words that are having meaning, 
Every word is possessed with a force which reveals its meaning 
i.e. a force is required to make known or disclose the meaning, 
These forces of words arc known as the functions of the words 
(Sabdavyaparas). These functions are styled 1) abhidha (verbal) 
2) laksana (secondary^ and 3) vyanjana (suggest 5 ve), The word 
which shows its meaning through abhidhcL is called vacaka (expla- 
natory). The word which establishes its meaning through laksann 
is known as laksaka (secondary) and the word which divulges 
the meaning through vyanjana (suggestive) is said to be vyanjaka 
(suggestive). The meanings that are made known by these three 
are of three kinds 1) v&cya, 2) laksya and 3) vyangya. 



Vacaka is that word by listening to which the meaning 
attached to it is comprehended i.e., that word beomes vacaka 
to that meaning. Eg :- On listening to the word c pot* (ghatah) we 
comprehened a pot So the word pot becomes the vacaka for 
the meaning pot, 
Laksaka : 

When the immediately comprehended meaning does not 
fit in, we resort to a secondary meaning which fits in the context, 
That word which gives rise to this meaning that fits in is called 
laksaka, 

Eg:- Take the sentence "A hamlet in the Ganges 9 ( gan* 
gay am ghosah). Here the word gangByam in the locative case 
m?ans tint the hamlet is situated in the current of the Ganges. 
As this is impossible i.e , to have a village in the waters, we have 
to resort to some other meaning for this word which can make 
the meaning fit in the context. In this process we abandon the 
first meaning i e 5 in the waters; and resort to the meaning on 
the bank of the Ganges i.e , a hamlet on the banks of the Ganges* 
This meaning does not become invalidated So the word gan- 
gayam which finally gives meaning *on the banks of the Ganges' 
is a laksaka. 

Vyanjaka : 

A word which gives rise to so rnviy beautiful meanings in 
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accordance with the context, inspite of the fact that its primary 
meaning fits in the context is known as vyanjaka. 

Eg:- Consider the sentence 'the sun has set' (gatostam 

arkah). Here the meaning is quite obvious and there is no 

question of any incongruity in the meaning. Even then when 

the sentence is heard, different people take its meaning in diffe- 

rent ways as suited to their situations i.e., with respect to a boy 

it is a warning to him not to go to a distant place; with respect 

to a bachelor it is an indication that he should start studying and 

with respect to a harlot it is time for her to get prepared for 

receiving paramours etc. So it should be understood that those 

words which give rise to these meanings are vyanjakas. 

In addition to the above three - vacya, laksya, and 
vyangya - the well known meanings, some others are of the opin ion 
that there is a fourth variety of meaning called tatparyartha. 
This is not correct, as this tatparya is not different from the 
vyangysnha. 

The Mlmamsakas advocate the tstparyartha. There are two 
divisjonsjimong the Mimamsakas - 1) AbhihitclnvayavSdfns* and 
2} Anvitabhidhanavadins 5 . The Abhihimnvayavadins accept the 
tatparyartha. 

Those who declare the purport as connected with the 
words spoken are Abhihitanvayavadins . According to them the 
function of the words ceases after expressing their meaning 
Afterwords a consolidated meaning in a sentence is understood 
This is not the meaning of any word but on the other hand it is 
the meaning of the sentence, arising out of the mutual connec- 
tion of the words. As such it is not the sum total of the mean- 
ing of the words. The meaning of the sentence is different 
from the meaning of the individual words. This meaning of the 
sentence is the particular meaning which is known as the 
tatparyartha of the Abhihitanvayavadins. As they feel that there 

4, According to them the purport of the sentence arises out 
the ^^ ^ W rdS aDd D0t Ut of of 

5. This section feels that sense in a sentence is svarupasati and then 

" 
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is a different consolidated meaning In the light of the mutua 
connection of the words, they are called Abhihitanvajavadins, 
(Abhihita: what is spoken of ; anva\a: meaning). 

Eg : Let us examine the sentence ghatamanaya (bring the 
pot). Here we notice five entities such as the word gfaata; the 
accusitive affix ami the prefix ang the root nlng and then the 
suffix ling. The word ghata means the article ghafa (a pot); the 
accusitive affix am means the objectivity (karmatva) the prefix 
ang means 'spreading over 5 . The root mng means the 'act of 
bringing 5 and the ling suffix gives the 'causitive meaning 9 (pre- 
ranarthaka). These are the meanings that are separately com- 
prehended. These meanings are got by means of abhidha. After 
disclosing these meanings the abhidha rests and it is not capable 
of giving out the next meaning* Hence when it is summed up 
what all the meaning we get is the pot, the aceusitiveness, the 
spreading all around, the act of bringing ard the causitive sense. 
As it is these meanings are neither useful for further promotion 
nor for regression and hence they (the meanings) are of no use. 

A meaning different from the above strikes to a listener of 
the sentence ghafamanaya. Its meaning results in activising a 
person in the act of bringing the object pot. This is the special 
meaning which cannot be expressed by abhidha. This is neither 
laksana nor vyangya and is different from vacya, laksya and 
vyangya. This is called the tatparyartha 6 which is understood 
by means of the tatparyavrtti (sakti). 

Thus when a fourth meaning can be established what is 
the fun of saying that there are only three meanings as vacya 
laksya and vyangya? This is the objection that can be raised. 

Answer : 

This argument has no meaning. This is only according to 
Abhihitanvayavadins a section of the MImarasakas. But the Anvita- 
bhidhsna section of the MImamsakas view this in a different way. 
To understand the purport of a sentence there is no necessity to 
accept t&tparya a different vyBpftra* This can be understood 
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from ,:i strength of thi sentence itself. A sentence is difined 

as 4 one which has purposeful and capable words'. As such the 
sentence certainly possesses the capacity to reveal the sense in 
the light of the mutual relationship of the words. Those who 
argue "that the words in a sentence express their meanings not 
generally but as connected with each other in that particular 
sentence are known as AnvitsbhidkanavSdins. So according to 
these people the meaning of a sentence is nothing but the 
vacysrtha. 

Eg: Generally children understand through the actions 
of elders. If aa old man asks a middle aged man to bring a pot 
(i.e. \vh3Ji he says bring a pot) he brings the pot, A child who 
is obsening all this understands that the meaning of the sentence 
*brng a pat" is the processor action of bringing the pot. So 
when ever the child hears this sentence he recollects that mean- 
ing. Therefore this meaning is only v5cya. This meaning is got 
by means of abhidhasakti). When we are thus able to get at 
t*ie meaning why should we resort to soo?e other 'vyapara or 
sakti ? 

To fit in the definition of tfitparya (fn. 6) in the meaning 
of a sentence, is also not proper, because the word tat in that 
definition does not embrace (as) the meaning of the entire sen- 
tence comprising of the words in their mutual relationship in 
that context. On the other hand ihe main pin port which leads 
to a sentiment only is to be taken as the effort of the poet lies in 
the production of a sentiment only, but not in the collective 
meaning. So the words indulge io that effort of producing senti- 
ment only (tatparah), tat : (sentiment) and that 'being' (bhava) 
is talparva. The force of the words which leads to the realisa- 
tion of sentiment is tatparya. This is neither abhidhS nor 
faksana, but only vyanjana. Hence this tatparyartha is no other 
than vyangyartha 

From the above we note that there is no other fourth 
variety excepting the three, vacya, laksana, and vyangya already 
enucnarated and the so called tatparya can be included in the 
vyangya only. 
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It Is to be understood that the words disclose their mean- 
ings through a force called vrtti, which is otherwise known 
as vyapara or sakti. The vacakasabda reveals vacya through 
abdhidhsvrtti; the laksakasabda reveals the laksyartha through 
laksanavrtti and the vyanjakasobda reveals the vyangyartha through 
vyanjanavrtti. These abhidha, laksana and vyanjarta are the three 
well known sabdavrttis. 

Gauna and laksana : 

Gauna vrtti also is only a variety of laksana. But some 
scholars are of the opinion that this is a different one. Accord- 
ing to them the vrtti that is connected with the gunas or qualities 
is known as gautiavrtti. For example, let us consider the sen- 
tences, agnirmanavakah (Msnavaka is fire) and mukham candrdh 
(Face is Moon). In these instances, the qualities of fire are 
superimposed on Manavaka, and the qualities of moon on the 
face. MInavaka is a student who possesses colour and piety. 
Because of these qualities, the qualities of fire (which are not 
different from this) are super-imposed on him- Therefore the 
word 'fire 5 {agni) reminds us of MInavaka. Though the word 
fire (agni) is not capable of reminding us the form of MInavaka,, 
it is the qualities that are capable of reminding us of Manavaka. 
Similar is the case with regard to the sentence c face is moon 9 * So 
It is evident that in these cases the words like fire (agni) are 
acting in the sence of Manavaka etc, on the basis of gunavrtti 
only. This process is not to be observed in the case of the 
examples belonging to abhidha, laksana and vyanjana. As such 
this gaunavrtti is to be reckond as a separate entity. 

Reply : 

In fact gaunavrtti need not be considered separate as 
different from laksanavrtti. This is only a variety of laksana. 
LaksanS results from the failure of the conventional meaning, 
Gaunavrttii also is of the same nature, Hence it is not different 
from 



Let us now examine the two carefully. The statement (hamlet 
in the Ganges) gangftyam ghosah is one instance of laksana. The 
situation of the village in the streams of the Ganges is notfeasible. 
Hence the iecondary or implied meaning that the hamlet is on 
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the banks is to be accepted. There is the relationship of proxi- 
mity between the stream - a conventional meaning (vaycartha) ~ 
and the bank a secondary meaning (laksyartha). As such it is to 
be understood that there is the failure of relationship in them. 

In the sentence agnir mnnavakah (Manavaka is fire) the 
word c fire s (agni) does not fit in the words other than 'fire*. 
Here there is the failure of this type in their relationship but 
because the qualities of *fire* are observed in Manavaka the 
similarity with fire is to be considered there. So there exists the 
relationship of similarity. From this it is to be noted that there 
are - relationship of proximity in the case of 'hamlet in the 
Ganges 9 and similarity in the case of Manavaka is fire 5 and the 
failure of the conventional meaning, As such gauna need not 
be considered separately. 

At this juncture there may arise a doubt with regard to 
the difference between these two sentences i.e. the sentence agnir 
manavakah means that Manavaka is having the distinctive pro- 
perties similar to that of agni or fire. The secondary meaning of 
the word agni is the distinctiveness of similarity of agni. So the 
relationship of similarity is to be construed as an attribute with 
the secondary meaning (laksyartha)* But in the case of the 
sentence gangayam ghosah (a hamlet on the Ganges) an instance 
of laksana the relationship of proximity does not go as an attri- 
bute with the bank a laksya, as it is explained as a hamlet on 
the banks of the Ganges. So how can there be similarity between 
these two instances in respect of relationship ? 

This is not a proper doubt. Even in l&ksana the relation- 
ship can be construed as an attribute. In the example given for 
gauna it is noted that the similarity of agni is in Manavaka. 
Hence in the sentence agnir manavakah, the knowledge of Mana- 
vaka distinguished by similarity with agni is comprehended. In 
the same manner in the sentence gangayam ghosah the knowledge 
of the bank distinguished by relationship with the Ganges is 
considered. The relationship of the Ganges must be with the 
bank, and the bank is comprehended by the (word) ganga only. 
The stream is the meaning of the word ganga. As both the bank 
and the stream are disclosed by the single word (ganga) only 
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the qualities of stream must be in the bank, which itself is the 
attribute of relationship of Ganga, when the identity of the 
stream and bank is to be discerened. Because of this only the 
qualities like the sacredness and the coolness of the stream are 
to be observed in the case of the bank, when the meaning 
fits in. 

Here the word ganga should not be taken as upalaksana* 
If it were to be it simply means the bank of the river 
Ganges, like a sea-shore without indicating the sacredness and 
the coolness connected with it. Then how does it differ from the 
statement gangntlre ghosah ? So the difference between these 
two usages must be properly explained, by stating that there 
must be scope for this implied usage also as against the usual 
conventional usage. As such it is to be noted that the relation- 
ship is to be construed as an attribute even in this case. There- 
fore the gaunavrtti also is a variety of laksann. 

The types of laksana : 

LaksanB is mainly divided into two types 1) sadrsyaniban? 
dhana (based on simlarity) and 2) sambandhanibandhana (based 
on relationship). The sambandhanibandhana (i.e. No. 2) is 
again of two types 1) Jahadv&cya (abandons the verbal meaning) 
2) ajahdvacya (does not abandon the verbal rneaing). The 
sadfsyanibandhanSL (based on similarity i,e. No. 1) is also of two 
types 1) S&rova (imposition) and 2) sadhyavasnna (identification) 
these four types are as follows : 

1. Sambandhanibandhana jahadvacyU laksana 

2. Sambandhanibandhana jahadv&cyn laksana 

3. Sadrsyanibandhana s&ropa laksatta 

4. Sadrsyanibandhana s&dhyavasaya lak&atta 

The Vfttis (Styles). 

Katsfkivffti, arabhafi vrtti; s&ttvati vrttt, and bharati v^tti 
are the four kinds of styles* They do not belong to the words 
but only connected with the contexts of the words (sabda son- 
darbhaSritnH) i.e. depending on the composition (i.e. arrange- 
ment of syllables) they indicate the sentiment. According, to 
Anandavardhana, the kaisiki etc. being congenial with senti* 



661 4 
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ment reveal the befitting sense and the dictions like vafdarbhi etc; 
being congenial with the sentiment become the functions of the 
words. From this it is clear that the kaisikl etc. are connected 
with meaning while the vaidarbhl etc. are connected with words; 
and katiiki etc. may contain a reference to vaidarbhi etc. Hence 
it is better to think that kattikl etc, are connected with the com* 
position i.e. arrangement of syllables. 

Arrangement of Syllables : 

[It is also well known that the arrangement of words mani* 
fests the sentiment. The manifestation of the sentiment of the 
kaiSiki etc., depends on the arrangement of words. But it is 
better to say that they manifest sentiment like vibhavas etc. as 
the arrangement of words help the vibhavas. If the arrangement 
of words do not go with sentiment then it becomes a blemish; it 
is our experience that suitable arrangement of syllables manifests 
sentiment and unsuitable arrangement does not manifest senti- 
ment. From this it is understood that the manifestation of 
sentiment in kaisiki etc. is dependent on the arrangement of 
syllables.] 

Abhidha is the power of a word which expresses the sense 
that a word has by convention i e. the power that expresses the 
conventional meaning of a word. It is of two kinds 1) Rudhi^ 
purvika 7 (in accordance with the custom) and 2) Yogapurvika(in 
accordance with the union or contact) i.e. etymological* 

[Sanketita means that which has the sanketa. The establi- 
shed relationship of the word and meaning is called sanketa. 
The meaning connected with the sanketa is sanketittih. This 
sanketimnha is usually of four types 8 depending on jmi (genus) 
guna (property) dravya (substance) and krlya (action). 

7 Rudhl. eg. A^vakarna. This is the name of a tree. This has 
nothing to do with either A$va *a horse or karna or ear of a horse.5 



8. sfttf etc. is Jfati\ ?p? etc. is Guna ; ^ f $& etc. is dravya and 
is kriya. 
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This definition is exact and fitting. Neither the laksawa 
(Secondary meaning) nor the vyanjana can come under this 
though the signs also reveal the conventional meaning. They are 
not the functions of the words* Hence this definition cannot 
embrace these things. 

According to the Anvitabhidh&navadins there is this 
conventional meaning even in the laksana* But as lak&ana is 
not the function of a word it should not be treated that the 
definition is too wide and embraces this,] 

(Example of) Rudhipurvika (backed by convention) -as 

The excellant VIrarudra is bearing the kingdom, along 
with the famous and chosen penances of the people, the auspi- 
cious histories of the earth and with the good fortune of this 
world, (6) 

[Candrayana etc. are the difficult penances. Gaurlvrata 
etc. are auspicious histories.] 

All the words here are rudhts* (conventional)* Yogapur* 
vika - (based on etymology) as 

When the king Rudra (narSdhipa) is pleasing all the 
people, the earth possesses the meaningful names as- VasumatI, 
Rattiagarbha and Sthirl. (7) 

Here words like Vasumati, Ratnagarbhl etc, are etymolo- 
gical. 10 The etymological meaning wonderfully fits in here. 

Laksana : 

Lak$n& is that function of the word which is superimposed 
as related to it when the expressed meaning (does not fit in) 
fails to fit in or fails in applicability. 



9. M^^I STT^F^ ffcf 9F5TT: I Though this is the etymological meaning 

the word 5RT: is conventional in the sence of people. 
10. K^sjcftfff ^TfTj 2f !?n'4itffi<ireftfa' SRITcft I (in which there is the 
fortune). ^oTl1%" T^f ^THWT ^fT*T? (who has gems in her womb) 
(one who stands firm). 
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When the expressed meaning becomes Incongruous and 
some other meaning related to it, is superimposed; this imposed 
function of the words is called laksana* 

For instance in the sentence 4 A hamlet in the Ganges* 
(gangayam ghosah) the expressed meaning does not properly fit 
in, as it is not possible to have villages in the stream. So the 
meaning 'bank* (hamlet on the bank of Ganges) which has got 
connection with the stream has to be superimposed. This 
becomes laksann* The function of a word ceases after expressing 
a meaning So it cannot be active in some other function in 
establishing a meaning i.e. for instance, the word %ang& ceases 
after giving out the meaning as stream and again it cannot give 
out the meaning 'bank*. But it is not proper to consider another 
function in it Hence that meaning itself is laksaka and laksatiQ. 
becomes the function of the meaning. But because of the dictum 
that the expressed prosperity serves the significant (expressed) 
word only, the laksanS which is the property of the meaning 
serves only the word which is a v3caka 11 Hence laksanft can be 
considered the function of a word 



There are three causes for accepting the laksanQ* They 
are also known as laksanabijas. They are I) Absurdity in the 
expressed primary sense., 2) Relationship with the expressed 
sen^e and 3) The purpose or advantage. If these three are 
absent the question of lak&ana does not arise* For example let 
us take the same old sentence gahgayamghosah. Here the primary 
meaning 'stream 5 becomes absurd* When the meaning 'bank* is 
considered there is the relationship of proximity between the 
stream and the bank and finally there is the advantage of coolness 
and sanctity. As such this is a case of 



Here Jahallaksanft 1 * (Sambandha~nibandhana-jahadv&cya~laksana): 

Having heard the sounds of the war-drums of the Kakati 
king who is of conquring nature, the towns of the tributary 
princes are crying aloud all around. (8) 



11. ejT=53rEnT cTF3J ^4-q 1 Ratnapava, p. 36. 

12* Where the expressed meaning is completely abandoned it is called 
jahadvScya, This itself is called jahallaksana, As the primary 
meaning is not applicable it is to be abandoned. 
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Here the primary meaning In the statement tn<a.t the towns 
are crying aloud does not fit In. As it is not possible for an 
inanimate object like a town to cry, it indicates the people living 
in it* 

[In this case to achieve the act of crying, the word 'nagara 9 
(town) abandons its (expressed) primary meaning and indicates, 
at the same time, the people living in it]* So the secondary mean- 
ing that the people inhabiting the town are crying is to be consi- 
dered. From this it is noted that the word *nagara* gave up its 
usual meaning by which it is called Jagatsv&rtha. 

Ajahallaksana ;- as : 

The heads are ornamenting always the foot-rest of the 
Kakati lord with the mass of lustre of the shining gems, (9) 

By the word maulibhih (with heads) the persons to whom 
they belong are indicated, to achieve ornamentation. 

The word mauli, here, is a laksann word. The heads by 
themselves cannot achieve ornamentation. But it is said that 
they are decorating. Hence to achieve ornamentation the per- 
sons to whom the heads belong are made laksyas. The kings are 
with heads. So the primary meaning is mixed with the secondary 
meaning (persons or other kings) ; from this we note that the 
primary meaning is not abandoned, but it is considered along 
with the secondary meaning. 

[In this case i.e. ajahallaksatta the vacy&rtha (primary 
meaning) is not abandoned completely as in the case of jahal- 
laksana, but exists along with the secondary meaning. 

Here the primary meaning is not said by the abhidhn. If 
it were to be the case it is to be accepted that abhidhft in another 
case becomes laksana when there will be simultanity of the two 
functions for one and the same word, which is not -acceptable 
The svartha (primary meaning) should be separated from dbhidha 
by treating this as laksya* Then only the name ajahallaksana 
becomes fitting.] 
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Saropalaksaqa ;- as : 

The darkness that resulted from the friction of the black 
(bottom) rocks of the Manthara mountain (at the time of churn- 
ing the ocean) in the moon is said to be a spotted deer by some. 
But I feel that the Moon who is vanquished by the lustre of the 
fame of the king Virarudra, bearing his (Prataparudra's) boar- 
seal on the chest is rising. (10) 

Here, the boarness is superimposed on the deer which is 
in the form of a stain in the moon. Hence it is saropa. There 
arises aropa when there is the knowledge of non-difference 
between the subject (visaya) and object (visayi) expressed. 
Adhyavasaya is there when there is the knowledge of non-diffe- 
rence by absorbtion of the subject (visaya). 

[In the saropa there are two things. 1) visaya (subject) 
and visayin (the object connected with the subject) and the 
knowledge of non-difference between these two. For example in 
the sentence agnir maiiavakah (Manavaka is fire) Manavaka who 
is on hand is the subject and agni (fire) which is not on hand is 
visayi ; These two are treated as colocus. Then there is the 
knowledge of non-difference between these two i.e. that Mana- 
vaka is not different from agni-agnyabhinno manavakah. There- 
fore this becomes saropa. In the present instance the deer in 
the form of a stain in the moon is the subject visaya and the 
boar-seal is the object connected with the subject, visayi and 
there is the knowledge of non-difference between these two. As 
such this is saropa* 

If the subject (visaya - a thing on hand) is absorbed by 
the object (visayi - a thing not on hand) and when there is the 
knowledge of non-difference, it is known as adhyavasana. For 
instance, it is simply said as ^agnitf (fire) without expressing 
both the visaya and vtsiyi as in the case of the sentence agnir 
m&tiavakdh. Here it is only the visayi (agni) that is mentioned 
and visaya which is Manavaka is absorbed when there exists the 
knowledge of non-difference of agni (fire) in Manavaka. This 
is called adhayavasana. This is also known as aropavisaya (visaya) 
and aropyamana (visayi) -J 
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Definition of Sadhyavasaya:- as : 

This moon rises from the ocean of the KIkitlya family and 
from him who is rising there, comes the happiness to the lilies. 

Here Prataparudra is absorbed by the mooa. (II) 

There is aropain the compound kakatiyakulgmbodhe-from 
the ocean of the Kakatlya family. 

[There is double entendre in the ward kakatlyalaya. It 
means both the lilies as well as the earth. This means that 
Prataparudra who is not different from the moon is bringing 
happiness both to the lilies and the earth. Prataparudra is 
completely absorbed by the moon. Here Prataparudra is visaya 
the subject on hand and moon is visayi (object not on hand) 
and Prataparudra is not msntioned here separately but only 
expressed by the word moon. This means that he becomes 
adhyavasita as moon when there is the knowledge of non-diffe- 
rence from the moon. Therefore this is called sadhyavasftya. 

In the expression esa candramah the word esa does not 
refer to Prataparudra. If it were to be so it becomes saropa but 
not sadhyavasaya Hence it is to be construed with the moon 
before us, (as pointing out) who is aropyamana. As this does 
not indicate a visaya it becomes adhyavasaya only. 

There is the saropa also in this verse. There are two 
words kakatiyakula (family of the kakatlyas) and ambodhi 
(ocean) i.e. there is visaya and visayi and there is non-difference 
between these two] 

Vyanjan&vrtti : 

The function of the words which becomes the subject of 
some other meaning for the beautification of the meaning of the 
sentence, after the words and meanings are construed, is vyanja* 
navrttL 

This is of three kinds 1) sabda&aktimula (based on the 
word) 2) artha&aktimula (based on the meaning), 3) ubhayasakti 
mula (based on these two). 
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[The words and their expressed meanings are unable to 
spell out the sense of the sentence by means of akQnksa etc* 
This is sufficient to note the meaning of the context. But after 
this there manifests a function of the words which is different 
from vacya and laksya and which is capable of illuminating the 
sense of the sentence* This function is known as vyanjana. This 
comes up only after the abhldhn. Here those who say that there 
is another entity called tatparya also have to accept that this 
vyanjana is after tatparya only. The vyanjann comes after 
laksanct also, LaksanQ is hostile to the meaning derived by 
the tatparyasaktL Hence it cannot be the final one. After all 
the functions of the words are over vyanjana comes into 
being to establish a beautiful or charming sense. As such 
vyanjana is the highest. Vyangya is different from vacya and 
laksya and it is established by this vyanjana. 

Any work rid of suggestion (vyangya) is not beautiful like 
a soul less body. The sense arising from vyanjana beautifies 
the sense of the sentence which is considered the body of the 
work. It is upalak^ana if it is said that vyanjana is the function 
of the words. Even the meaning is vyanjaka* The sounds produced 
in music in which no meaning can be comprehanded are also 
vyanjakas i.e. the words, the meaning which is not known also 
can become vyanjakas. Therefore it is to be accepted that there 
is the function of words as well as meanings in vyanjana.] 

i) Sabdasaktimula vyanjana .*- as : 

The armies of the Kakati^king alarming all around, are 
making the ocean of the armies of the opponents, filled with the 
shining trunks (head less). (12) 

[Some words generally have many meanings. They are 
capable of expressing the meanings of both of the context and 
non-context* But because of the strength of the context their 
capacity to express the non-contextual meaning is suppressed, 
when they will be expressing only the contextual meaning* Even 
then the non-context-meaning will become indicative. For this 
vyanjana is required. In these places vyanjana is sabdaSakti** 
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In this verse though the words like vahini, sarvatomukha 
and kabandha are employed in their verbal senses of army, all 
pervasiveness and whose heads were chapped off from their 
bodies (respectively) the knowledge by which the river-water 
exists^ (That is called sabdasaktimula vyanjana) that vyanjanavrtti 
is sabda saktimula. The abhidha which culminates in the con- 
textual meaning is not capable of creating the knowledge of non- 
contextual meaning. Because of the desire of the speaker to 
beautify the non-contextual sense of the sentence and because it 
cannot be got by any other means, some other function of the 
words known as vyanjana is to be invented (or resorted to). Here 
there cannot be laksanftvrtti as there is no incongruity in the 
expressed sense. There is also no split of the sentence by means 
of two functions (by abhidha and vyanjana] in establishing the 
meaning. As it depends on the intensions of the speaker this 
(getting two meanings) is not a defect in the case of ordinary 
sentences. 

[It is not a defect if a sentence gives rise to so many mean- 
ings* All the ordinary sentences depend on the desire of the 
speaker* Hence multiplicity of meanings is not a defect here and 
almost all the sentences in our day to day life are of such 
only. One meaning is by dbhidhft and the other meaning is by 
vyanjanft. 

Supposing there are two meanings for a single sentence by 
means of two vy&pSras or functions, then it causes damage to 
the single unitary sense (ekartha) when there arises a doubt with 
regard to the acceptance of the meaning i.e. which sense is 
to be accepted as a single sence; If one single meaning is 
accepted the second one automatically will be abandoned. 
Thus when there is a doubt with regard to the meaning there 
will be a doubt with regard to the authority also. All this is con- 
nected only with the Veda and not in other places. 

If any other meaning, different from the one on hand is 
suggested along with the one not on hand, a relationship between 
these two is to be established. If not it goes agains the poet, 
as it becomes only an unwanted babling* 
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As such in the present case it Is to be noted that the word 
sena means 'army* as the sense on hand and suggests the mean- 
ing river as the sense not on hand. Between these two a relation- 
ship of similarity is to be understood. Hence the figure simile 
is suggested where the armies are considered similar to the 
rivers* 

Again in the case of pratipaksabalgrnavam in the verse, 
the oceanness is superimposed on the armies of the foes* So 
the figure Rupaka is expressed. Here the suggested sense 
becomes subsidiary to the figure expressed. Whatever it is 
unless there is similarity it is not possible to super impose any* 
thing. The meaning suggested by the words v3hini, sarvatomukha 
and kabandha establishes the qualities of an ocean* So these words 
promote the similar qualities. Unless a suggested sense of this 
type exists it is not possible to superimpose oceanness on the 
armies of the foes. Therefore the sense that is suggested becomes 
subordinate to the expressed meaning (as it depends on the figure 
Rupaka}. In these cases where the suggestion depends on the 
expressed meaning it becomes only a secondary suggestion 
gambhutavyangya but not the vyangya supreme- Then it cannot 
be called dhvanL All these doubts and discussions have no place 
here It is enough if the vyangva samagr /-material for suggestion 
is observed to comprehend that there is a vyangyartha. 

Here it is also to be kept in mind that the sabdasakti 
rnuladhavani explained here is from the stand point of Mamma^a 
etc 13 

Artha saktimula vyanjanavrtti .*- as : 

The kings (i.e. tributary princess) having heard (the news 
of) the marriage of the Kakati kiog with earth have rubbed the 
foot-rest with toes, with their heads bent down. (13) 

Here by means of arthasakti (the force of meaning) it is 
suggested that the (other) kings became dejected. In this type 



13. abdaa$ktimiiladhvani arises only when both the vitiesanas and 

syas give rise to double entender. But here in the vitiesya the prati- 
paksa balarnava there is no double entender. So VIdy&natha may 
not accept Mammata in this regard* 
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of arthasaktimula there Is no scope for anumana (inference) as 
there is no (relationship) avinabhava (inherent connection or 
non-separation) between vyangya and vyanjakas, There may be 
so many reasons for the effect of bending down the heads. The 
knowledge of a definite cause is (got) only by means of the 
words that help context desired (by the poet). Further, the 
knowledge of different suggested senses from a single suggestion 
depends on the intentions of the speaker. This method of getting 
many suggested senses is against the connon of anumana. This 
is not dbhidhftvrtti as its acquaintance is with the conventional 
meaning only* 

[The expressed meaning (vacyartha) because if its extra- 
ordinary beauty gives rise to a different meaning* In this process 
the intentions of the speaker, the characteristics of the listener 
and the subject communicated and the differences of time and 
place, help the cognisence of different meanings. This different 
meaning is by means of the function vyanjana only, which arises 
by the prop of VQcyartha alone. Hence this can be styled artha- 
saktimula. In sabdasaktirnula> vacyanha co-operates where as in 
arthasaktimula the word becomes an instrument- Therefore 
there is mutual co-operation between them. 

In the above verse the dejection of other kings is suggested 
by arthakaktL The word vlsanna here means 'Those who are 
possessed of dejection. Visada is an evanescent feeling Accord- 
ing to the rhetoricions the feelings (bhavas) are asamlaksya- 
kramavyangya (of undiscerned sequentially). In fact the rasas 
and bhavas are samlaksya kramavyangya only. In this present 
case the bending of the heads is an emotional reaction (anubhava). 
This bending of the heads may be due to so many reasons and so 
the particular case cannot be understood immediately. To 
know this the context etc., are required. Here it is noted that 
the marriage of VIrarudra with earth is said to be the cause for 
the other kings to bent down their heads. This visada or dejec- 
tion is cognized late. Hence, this is of marked sequentiality 
samlaksyakrarna . 

This suggestion (vyangya) is on the strength of the mean- 
ing (arthasaktimulaka). According to a section this can h 
explained through inference (anumana)* 



52 Prataparudrlyam 

What cannot be discerned by eye can be inferred by 
anumana. The cause of the anumana is known as hetu (reason) 
or instrument (sadhana) or gamanika. Fire (agni) can be infer- 
red from smoke (dhuma) i*e. when srooke is visible on the 
mountain fire is inferred there. Wherever there is smoke there 
is fire. Hence smoke becomes sndhana and the fire a sadhya. 
What is locus to a sadhya (here fire) is called paksa* In the 
present case the dejection (visannattva) can be inferred by means 
of the cause of bending down of heads (natananatva) and the 
tributary princes who become the locus of the dejection are the 
paksas When the meaning that the kings become dejected Is 
obvious by means of this inference only why should it be taken 
as a suggestion based on arthasakti? 

From the stand point of the rhetoricians the argument of 
the logicians is not sound* In inference (anumana) there must 
be the invariable concomitance (vyapti) which is nothing but 
the inevitable relationship existing between sftdhya and sadhana* 
Only when this invariability is present there is scope for infe- 
rence. In the absence of vyapti there cannot be anumana, But in 
the present case this invariable relationship between visannatva 
a vyangya and natananatva a vyanjaka does not exist as in the 
case of yatra yatra dhumah tana tatra agnih, as the namna- 
natva can be due to many reasons. For example the student who 
salutes his preceptor may bend his head; a lady who is 
bashful can bend her head; the servant who carries burden also 
can bend his head; as such it is not possible to speak of the 
vyapti as yatra yatra natananatvam tatra tatra visannatvam. Even 
if there is natananatva in a bashful lady there is no visannatva* 
Therefore the visannatva cannot be invariably present in natana- 
natva* As such this cannot be treated as a case of inference. 

Further, the cause can be understood by means of a 
suggestion with the help of the intention of the poet only. There 
can be many suggestions through a single suggester which 
depends on the intentions of the speaker as in the case of the 
sentence e the sun "has set*- To have many suggestions is against 
the nature of anumana^ as vyangya and anumftna are quite oppo- 
site to each other. As such vyangya cannot be anumana. 
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The opinion of the MImamsakas that abhidha enters the 
suggested context (pratlyamnnartha) is not correct, as the abkt- 
dhSvrtti is connected only with the conventional meaning. As 
such even the MImamskas have to accept vyanjana.] 

UbhayaiaktimUla : 

Rudradeva the Lord of the universe who conquered the 
towns of the enemies^ who possesses all the glittering fortunes in 
the form and who is the head of all the kings is shining. (14) 

[This is the meaning on hand. But there is another mean- 
ing which is not on hand :- as 

Lord Siva l the lord of the universe, the conquerer of the 
Aripura the posseser of ParvatI in his form, and moon on his 

head is shining.] 

In this verse the word vijitQripura is arthasaktimula and 
vilasatsarvamangala and mjamoulih are iabdasaktimnlas. So this is 
ubhaya&aktimula. There is the suggestion of the figure Upamu 
between Prataparudra and Sankara, 

[The words which possess different meanings are found in 
abda&aktimula and they are incapable of being substituted by 
another without injury to the sense, whereas in arthasaktimula 
the words that give rise to different meanings are capable of 
being substituted without injury to the sense. There is the 
co-operation of artha&aktimnla in &dbdasaktlmttla When these 
two words which are incapable and capable of being substituted 
are employed there is the ubhayasaktimula.J 

Then the nature of styles like the Kaisikl etc, is described* 

KAI&IKYADI VRTTIS 

When the composition is with an exceedingly delicate 
style it is called the kaisiki. If it is with excessively elevated 
style it is known as arabhafi* When the composition is with a 
little softness it is said to be bharati and it is called sattvati when 
the style is a little pompous, (15 & 16) 
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There 

Both the (sentiments) erotic and pathos are considered 
extremely delicate. The wrath and ferocious are said to be 
extremely haughty. The humourous, quietism and marvellous 
are acclaimed as little soft and the heroic and terror are said 
to be little elevated. (17 & 18) 

Where the erotic and pathos (sfngara and karttna) are 
described with extremely delicate style there exists the style 
Kaliiki. Zrabafi style is there where the wrath and ferocious 
(raudrtt and bhibhatsa) are established with excessive elevation. 
The humourous (hasya) marvellous (adbhuta) and quietism 
(ianta) are beset with not too much of delicacy where the style 
bhSrati is, and where the heroic and terror (vira and bhayKnaka) 
which are not excessively haughty are composed in a style that 
is not extremely pompous, there exists satvaft. 

Examples : 
The KaUiki : 

The splendour of an arch which is blue like that of the 
colour of the petals of the blue lilies, is formed in the sky, 
by the side glances of the ladies desirous of observing the 
king the moon of the Kakati family and the vanquisher of cupid 
in charm, without a wink of an eye. (19) 

[Here the love of women for the king is well developed 
by means of all emotions where it is enjoyed as sentiment. This 
erotic sentiment is depicted without conjuncts and soft syllabic 
composition. Hence it is called the style kaisiki. 

The intelligent hero of a high family etc. is the zlambana* 
vibhava (a person with reference to whom a sentiment arises). 
The extraordinary charm of the form etc. are the uddlpana 
vibhavas (excitants). The casting of side glances etc; are anu- 
bhav&s (emotional reactions) and the longing etc. are vyabht- 
caribh&vas (Passing moods or evaniscent moods). By the com- 
bination of these apparatus there arises the sentiment.] 
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The Arabhatl : 

The fire of anger of the king (who bears the title) the 
calamartiganda in the battle is terrible with the moss of the blood 
streaming forth from the heads of the enemies cut off by a stroke 
of the swoard, with the sparks of fire generated from the friction 
of the weapons and with the broken bones, flesh and solidified 
blood looking like the charcoal that is thick and glowing horri- 
bly- (20) 

[Here because of the usage of the hard letters there is the 
elevated style and the sentiments wrath (raudra) and ferocious 
(bhlbhatsa) are depicted. Raudra is indicated by the play of the 
swords and bMbhatsa by the presence of blood and flesh etc]. 

The Bhnrati Vftti: 

That great height is different; this esteemed depth is some 
other; the type of valour and fame is something else; the cele- 
brity of the arms is distinct; everything belonging to the king 
Rudra is simply new. I do not know how much material was 
used by the four faced one (Brahman) in creating him and in what 
style ! (21) 

[In this verse there are the conjunct letters and at the 
same time softness in style. This is indicative of the sentiment 
marvellous (abdhuta). The wonder experienced at the sight of 
VIrarudra becomes the sentiment abdhuta with the help of 
vlbhnvas etc.] 

The Smtvatl Vftti: 

The enemy kings having heard the sound of the kettledrum 
at the outset of the journey of victory of VIrarudra who posses- 
sed the lustre that spreads through out the universe from a 
distance, suffered from full fever of the ears. After climbing 
the mountains, when about to enter the forests, being dragged 
by hair by thick throns, they were entreating the trees to pro- 
tect and leave them considering them (the trees) to be the 
opposite (enemy) kings. (22) 

[Here the arrangement of the syllables is a bit formidable 
and the context also is in eons onauce with it, resulting in the 
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sentiment terror (bhayanaka), The listening to the sound of the 
kettle drum is the alambanavibhava for the fear generated in the 
enemy kings, climbing the mountains and entering the forests 
are the emotional reactions (anubh&va). The fever fetigue etc ) 
are the passing moods (sancaris). Because of the combination of 
these bhavas there arises the sentiment terror (bhayQnaka)* Hence 
this is fattvati vrttL] 

There is another called madhyama arabhafi and in the 
same manner there is the madhyama kaisiki. These two styles 
are common to all the sentiments. (23) 

Madhyamakai&iki exists where the composition is not too 
pompus though with soft sense (or the sense is soft), The 
madhyama arabhaf* appears where the order is not too soft 
though the sense is pompous. (24) 

[In the case of erotic and pathos (frngSra and kamna) 
which are delicate, a little pomp is not a defect. But too much 
of pomp is not agreeable, because there will be the presence of 
the syllables by which there will be the opposite nature which is 
a defect.] 

Again in the case of wrath and ferocious (raudra and 
bhibhatsa) though they are too pompous, a some what delicat 
composition is not a defect. But too much delicacy goes 
against. 

The madhyamakaUikl ; 

When the great festival is approaching, leaving me how 
can you go abroad? Fie on the adventure ! which fate desires our 
separation? Oh, Kakati-king, the ladies of your enemies, possess- 
ing a mind to obstruct the journey of their beloveds in their 
dreams thus faint on awakening. (25) 

[These words belong to the ladies of the enemies who are 
in separation, Here we notice a little bit of pomp in the com- 
position. There is the erotic sentiment in connection with the 
dream and pathos in connection with the awakening state.] 
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vi) The madhyama arabhati : 

In war the earth is made, by the Andbra soldiers, crowded 
with bones and flesh, flowing with the rivers of blood, and 
possessed of the mud of the brain* (26) 

Like this it can be noticed with regard to other sentiments 
also. 

[Here is the sentiment ferocious with disgust. The com. 
position is a bit delicate. As such this is a case of the madhyama 
arabhati.] 

In the same manner examples can be sought in the case of 
other sentiments also. 

The vaidarbhi 14 rlti etc. are different from kafsiki etc. in 
that the former depends on the quality of the word (sabda 
guna) without concerning with the sense, because they are con* 
nected with the styles beset with the delicacy, (saukumftrya) and 
pomp (praudha). The style-composition will be soft or delicate 
when there are soft letters or syllables without conjunct 
letters. It is said pompous when there are conjunct letters 
and with hardened or harsh letters. Again it is also said a little 
soft when it is beset with conjunct letters that are delicate or 
soft and it is called a little pompous when the composition is 
not with too much of hard syllables but mixed with soft ones. 15 

14* Some are of the opinion that thcpancatt* gaudl etc. are the styles 
(vntis). Simply because they are also called vrtti's they cannot be 
treated as identical with kai$ikl etc. The vaidarbhl etc. are depen- 
dent on the qualities of words like madhurya* and they are not con- 
nected with the shades of meaning. Hence the question of sentiments 
like love etc. does not aries in their case. TJhey are only connected 
with the delicacy and pomp of the words used in the composition. 
Though mSdhurya etc, are the qualities of rasa, ritis are not connected 
with rasa. The vaidharbhl etc* are only connected with the words 
that are cornected with madhurya etc, that are dependant on rasa. 
But on the other hand the kaiSikl etc. suggest rasa directly. That 
the difference between kaikiki and vaidkarbhl etc. 

15. tavarga varjitah spar$Qh ... 

_ parusBstaganah as ait // 

5 commentary on prat Spamdrl yam, p. 46. 
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''Next is/ Nature and illustration of the dictions ; 

DICTIONS (Ritls) 

The association of words beset with qualiites is called the 

ritl or diction. 

[The qualities like madhurya etc. are to be considered ] 
It is of three kinds - as I) vaidarbhi, 2) gaudi and 3. panc&li* 

[ft ij called vaidarbhi because it is more honoured in the 
countrx Vidarbhai gaudi because it is more practised in the 
country Gauda and panc3.ll as it is connected with the country 

Pascal a.] 

1. Vaidarbhi : 

The diction is said vaidarbhl when the composition is rid 
of harshness (i.e. there will be harshness in a composition if 
there are defective euphonic (combinations), hard letters and 
lengthy compounds. (27) 



The quarters in the form of ladies who made his (Rudra) 
qualities the ear-ornaments are besmearing the sandle of th 
fame of the king of the Kakati family. 

or 

The lady-quarters who made the qualities of the king of 
the Kakati family as ear-ornaments, are besmearing his fame as 
sandle paste (all over their body). /2g) 

and also : 

When the king, the moon of the KIkati -family who glade- 
end the entire universe with the past-time of his charitable qua- 
lity shining, the people of the earth lost interest in estimat- 
ingthesvarataru (the wish-fulfilling tree that is supposed to be 
in heaven) and in referring to the kamadhenu (the wish-fulfilling 
sow supposed to be in heaven). (29) 

[i.e. the people on earth thought that they no longer need 
to request e.ther kalpairksa or kamadhenu for getting their desires 
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fulfilled as the king Pratiparudra of charitable disposition fulfil- 
led all the desires of the public. 

In the above two verses (m original) there are soft sylla- 
bles, short compounds, and delicate texture. Therefore they 
are of vaidarbhi diction. The presence of conjunct liquids like 
rti and tea as in kirticandana carcanam and the fricatives like, 
s and sa in losiiasesaloke are not frequent and hence do not 
mar the vaidarbhi diction.] 

2. Gaudirlti ; 

That diction which possesses the qualities ojas (energy) 
and kami (brightness, is called the gaudiya. 

[The presence of lengthy compounds is known as the 
quality ojas and exaltedness is called the quality kanti. If these 
two are present in a composition it is said to be of gaud**] 

as 

The Andhra king (Prataparudra) after killing the army 
arrayed in a circle of the enemies with the rod-like arms which 
are highly impetuous, and emerging out, is bearing the increas- 
ing burden of the earth. (30) 

[In this, the long compound i.e. the entire first half of the 
verse is a single compound and the exaltedness achieved by the 
conjunct consonants can be observed.] 

One more : 

The dust of the advancing army increased became an assu- 
rance of protection to the sun who is bolting away under the 
delusion of Rahu, (which was) generated by the spreading of the 
heads of the enemies cut off by the swords in the pillars like arms 
of the king of Andhras; The moons of the faces of the celestial 
damsels were surrounded by the multitude of the stars of tht 
clusters of the pearls that are shining (after emerging out) from 
the abdomens of the rut-shedding elephants broken in the burden 
of the war. (31) 

[In the above two verses there are hard syllables and long 
compounds which indicate the gaudi diction ] 
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The PancS la nti : 

The admixture of the dictions af vaidarbhi and gaudi !i 

p$ncaia riti. 

as 

When the dust of the earth is raised at the time of the 
conquests of the victorious Rudra king who is the Kakati-hero, 
the sky is being treated as earth; The Ganges in the sky known 
as the well in the sky, having got long banks because of the dust, 
became the river of the men and the Godavarl which is extremely 
deep became the (Pmalaganga) Ganges of the netherlands (32) 

another example : 

Oh king ! who possesses the title 'calamartiganda' it is really 
befirting, that the serpant of your sword is getting satisfied 
always with the lives of your enemies (Life is air and the serpant 
lives on air). But it is really wonderful that it is increasing the 
sector of the wealth of your fame, which is spread throughout 
the three worlds and which possesses the white colour by drink 
ing the milk of the glory of the enemy kings. (33) 

[Here it is amazing to note that the milk which is drunk 
has become necfor, because the milk drunk by serpants usually 
becomes poison. In these two examples there is the admixture 
of both the dictions vaidarbhi and gaudi.] 

Next SAYYA' 6 (BED) 

The highest mutual affinity of the words is said to be 
sayys or bed, 

[The mutual contact of the words that cannot tolerate any 
exchange becomes tayya. The vaidarbhi and other dictions can 
tolerate exchange of words whereas in iayyS it is not the case 
mat is the difference between ritis and sayya,] 

16. In the line %*pr%Tcft vn*frf *nft: from the ^ 

of STrJf d -^J fl ate COnsi . demL As th * *W ^attains to the 

of words, in this context it is fe be explained, 
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as 

The reputation of the gem that adorns the Kakatl family 
who is a mendicant, who possessed the clevaslon of qualities 
that outwit the Kalpa-trte by the praise of boundless charity 
and whose valour is deep is usually possessing the burden of 
the whiteness that is grown on the cheeks of the ladies ot the 
enemies which has the fragrance of the moonlight of the Sam* 
season. (34) 

Here because of the intolerance of the exchange of the 
words of the composition the ayy is in accordance with the 
words, 

Next the PlKA like the DRAK& etc, 

The depth of the meaning that touches the heart is called 
paka (cooking). It is of two Jdads - dr&ksapaka and n&rikela 
a which are very clear. (35) 



Definitions and illustrations respectively : 

Wherever there is the flashing sentiment both externally 
and internally there exists the 



as 



The beautiful eyed lady is sprinkling the side glances al- 
round the king Rud^a which are blooming with cupid; (which 
are) emiable with fragrance* 7 and sweet with gentle smiles, (which 
are) frigid with a little shyness;'* (which) bear the happiness of 
the sentiment of love (which) branched numerously and (which) 
generated thousands of cupids (the mind born) (36) 

[In this drnksspaka the sentiment must be externally 
evident and it must be enjoyed internally also in its depths as 
thought over. The grapes (dr<*k*a) are usually sweet, full of 
juice and liked by all. _ ___ _ 

~ 7 She belongs to the category of Padrami and hence the fragrance, 
^ The heroine here is a pnudha. So there is the frigidity IB Her 
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In the above verse the qualities of the side glances are mean* 
ingful to the core. Sentiment love is capable of revealing itself 
more and more as the reader contemplates further and further. 
It is clear even at the outset. There is also clarity and depth 
in its meaning. So this is 



Wherever the sentiment is concealed there arises the 
narikehpaka . 

as 

Observe friends ! the course of her lovely dance is excellent 
beyond expression. Her libidinous brows are glittering in accor- 
dance with the attachment of emotion in Kakati king. The grace 
of her dance-wcrld of the cupid-art attained the reflection behind 
the curtain of bashfullness. It has the freshness of the first scene 
with graceful movements. (37) 

[Unless the coconut (narikela) is broken it cannot be 
enjoyed. Similar is the case with this paka also; as the sentiment 
lies concealed.] 

Here the meaning cannot be got at immediately. In the 
same manner this is to be considered with regard to the know- 
ledge of vastu and alank&ra also. Other pakas like madhu, ksira, 
etc. are to be understood as and when occurred. 

[The two examples given so far are connected with the 
sentiment. Like wise vastu (bhava) and alankSra (figure of speech) 
are to be judged. In the case of draksap&ka we instantaneou- 
sly arrive at the meaning. But in the case of narikelapfika there 
is sufficient delay. In between there are other stages also* 

These stages of the pakas may be termed madhu, ksira, 
kadall, rasa la etc. 

Next. VARIETIES OF COMPOSITIONS 

A composition is of three types depending on 1) the 
importance of suggestion, 2) its unimportance and 3) indistinct 
or non existance of suggestion Where the suggestion (vyangya) 
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is important it is the best composition or work and is knovtn as 
dhvanikavya\ (When suggestion is) not important it is a 
grade work and is called gu%$bhti/avyangja i.e the suggestion Is 
subordinated, and when there is no suggestion or it is indistinct 
it is said to be lowest or cltra kavya i.e. The three varieties are 
uttama, madhyama and adhama kavyas : 

[A great poet always tries his hand at the suggested 
meaning or vyangyartha* The suggested meaoioing does not stop 
in the middle; it reaches the end when the connoisseurs will be 
able to enjoy it. That type of work is called utiamakavya i.c in 
this uttamakavya there is the highest importance for suggestion or 
vyangva* Quite opposite is the case with regard to 
kftvyais* In this variety the vyangya is not important. Tbis 
means suggested meaning or the vvangyanh is not attractive* 
This is then called gunibhutavyangya where vyangya is unimpor- 
tant. The third variety is adhamakavya where there is no vyahgya. 
It depends on the variety of vScya and vscaka expressed and 
expressor. Hence this is called cttra. This is also keowa as 
Slekhyaprakhya. This is again of three types - sabdaritra; anha-* 
cltra and ubhayacitra."] 

Dhvani (Suggestion) as : 

Sir* "How is it, the principle mountains 19 are beiag lowered 
(iu status) ? The oceans are made fordable? and the Lords of 
quarters small?". Though the followers are uttering this time 
and agaia the creator who has the righteous miod, having bru- 
shed all this aside has created the king Vlrarudra, the single 
abode of qualities. ^ 38 ) 

Here the higher loftiness over the principle mountains the 
greater depth than that of the oceans, and richer wealth more 
than that of the lords of quarters, of Prataparudra is suggested. 
Further it also suggested that the splendour or the greatness of 
the Kakat! family is far superior than that of the creation of the 
principal mountains, the oceans, and the lordaof^ the quarters. 

19. They are Maheadra, Malaya, Satya, Suktiman, Rksaparwta. 
and Pariyatra. 
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Gunibhutavyangya :- Subordinated suggestion : 

When the king Virarudra, the protector of the universe^ 
who possessed all the quarters that are filled with the greatness 
of the valour spread afresh, is occupying the throne, acts of that 
type were performed by the important kings who congrigated in 
his assembly by which the sight of this lord of theKakatlis 
made wet with pity, (39) 

In this verse the suggestion that the kings who attended 
the coronation of Prataparudra the Kakati lord, seeking his pro- 
tection spoke pitiably, taking oaths again and again by whieh 
Prataparudra becomes compasionate, is revealed. But this does 
not excel! the primary meaning which says that ^such kinds of 
acts were exhibited by which the lord became compasionate." 
Hence thu is gunlbhutavyangya 2 * i.e. subordinated suggestion. 

///) Citra - Portrait : 

Citra is of three types:- a) sabdacitra, b) arthacitra, 
c) ubhayacitra. 

a) Sabdacitra^ as f 

The sports of the ferocious and mace like arms of the king 
Rudra whose valour is raising are capable of protecting the 
earth and putting an end to the agitation of the universe. They 
possess the ways that cannot be perceived and have the swords 
raised in the act of chapping off the wings of the wretched ksatri- 
yas; they are the thunderbolts to cut off the mountains of pride 
of the roaring wicked. (40) 

20. When it is said that they 'acted in such a manner* - the emotional 
feelings of the actions are more pleasing than the suggested sense. As 
such it does not excell the primary meaning. The vyangya Is not 
concealed here and does not possess any charm. So this is known as 
gutflbhiita* Guna means not important and that which is not important 
is gunlbhuta. When vyangya is gunlbhutait is gunlbhutavyahgya. 

21* This type of citrakavya is the last category where the charming poetic 
element is considered to be at its lowest. If the poet shows more and 
more inclination towards the portrayal of words it is called Sabdacitra. 
If it is towards meaning then it becomes Anhacitra and if attention 
is paid towards both, it becomes ubhayacitra. As the attention is 
only on the portrait it is called citra. 
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Here there is the alliteration called vrttyarMprasa in abun- 
dance. As the mountainness is superimposed on the pride the 
figure is rupaka. On the whole the syllabic alliteration is pom- 
pous and hence this is an instance of sabdacitra 

b) Arthacitra : as : 

The wise who observed the image of the folded palms of 
the enemy kings in the sword sporting in the battle of the king 
Viraprataparudra opined that it was the lotus abode of the 
victorious Laksm! (wealth). But I feel that it is the lotus seat 
of vldhi (Brahman) who came there to receive the lives of the 
enemies killed in the battle (of Viraprataparudra) for recrea- 
tion. (41) 

[Here the intention of tKe poet is to portray the figure 
rt/7a/m#//~concealment. In the first instance he has concealed the 
image of the folded palms by superimposing the Jotus seat of 
the wealth. Again through this process he is establishing the 
lotus seat of the Brahman there itself. So it can be noted that 
the poet takes more care in the portrayal of the figure conceal- 
ment than in the alliteration shown in the previous instance. 
As this figure is an arthQlankara which is more predominant this 
is an instance of arthacitra.} 

c) Ubhayacitra : as: 

The earth is sporting like a beloved in the virtuous Prata- 
parudra who is the ocean of learning, singularly auspicious in 
the universe, conqueror of elephant like enemies, foregoer of 
sleep in (offering) protection and the bearer of the seal of 
valour. (42) 

[In this verse the repitition of the letter *dra* can be 
clearly felt. This is a case of the alliteration called vrttyanuprSsa. 
There is als> the figure simile (upama) as noted in the expression 
'like a beloved 1 . These two i e, vfttyanuprasa and the figure upama 
are equally important. Hence this is a case of ubhayacitra where 
sabda and artha are painted in almost equal proportions. 

In all the three instances of citrakavya enumarated above 
i f is possible to note a sentiment either srng&ra or vira On the 
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bisi? of this, at this stage if there is a doubt why this also should 
not be taken as uttamakavya the answer Is that the intention of 
the pjet does not lie in the deliniation of sentiment. On the 
other hand he simply wishes to exhibit his erudition in word 
piav* etc As such this is to be treated as citrakavya only]. 

THE VARIETIES OF DHVANI 

Then the varieties of suggestion are shown :- 

In the beginning there are two varieties of suggestion 
called avivaksitavacya (unintended literal import) and vivaksitft* 

nyaparamcycr* (an expressed meaning with extended significa- 
tion) based on laksana (secondary meaning) and abhidha (con- 
ventional meaning) respectively. 

Avwa l <sitav&cyadhvam .- unintended literal import. 

This is divided at first into two varuies 1) arthamarasamkra* 
mitav&cya** (a literal meaning retained in the suggested) and 
2) atyantatiraskrtavacya (an expressed sense completely lost or 
concealed lost in the suggested) Again this is divided into two 

22. In this context the KavyQloka says 



23. Vtvaksitanyaparavacya is based on abhidha. Here vacyartha i.e. the 
verbal meaning or the primary meaning does not become incon- 
greous bat gets extended further. It is a common experience that 
people meet an agent of a king when they wish to meet a king. In 
the same manner though the suggestion is to be sought the primary 
meaning is to^ be considered. Therefore the appalation given to 
anyaparamcya is appropriate, 

That which is based on laksana is known as avivaksitavScya. Here 
the primary meaning is repelled by the suggestive sense and is not 
intended. So this name is also appropriate. 

24. In this variety of arthantarasamkramitavacya though the literal meaa* 
ing is considered o som; extent it is not enough. It is retained in 
the suggested sense. Hence it is based on the ajahallaksana* 

When the 1 iteral sense (vacyartha) is completely repelled it becomes 
*yantanra*krt*vBcya. Here there is no consideration at all for the 
literal meaning. Hence this is based on jahallaksana. 
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based 01 vakya (sentence) and pada(woxd) where by this avivakdta 
vacya becomes four fold (4). 

Vivaksltanyaparavacyadhvani : 

This is divided into two as Ij samlaksyakramavyahgya** 
(suggestion of marked sequentially) and asamlaksyakrama 
suggestion of undiscered sequentiality). 



la the s^bdasaktimula (based on the force of the word) of 
the samlaksyakramavyangya there are two types 1) vastudhvani 
(Idea, subject or theme) and 2) alahkaradhvani (figure of speech). 
Again each is separately divided into two as based on vakya 

(Contd. FN. 24) 

In anhantarasamkramita the reasons for the retension of the sense 
in the suggested is because of vyanjana and its associates. The follow- 
ing are the varieties of dhvani which thus becomes four fold:- 

1 . Padagatanhantara samkratnita'vivaksitavacyadhvanL 

2. Vakya gatarthSntara samkramitavivaksitavacyadhvani* 

3. Padagat&tyanta tiraskrtavivaksita vacyadhvani and 

4. VakyagatUtyanta tiraskrtavivaksita vScyadhvani 

25. If the sequence between the suggestion and the suggestor is discerna- 
ble it becomes samlaksyakrama i*e, there is an order in the denoted 
sense and suggested sense. But the denotation is first met with, then 
only follows the suggested sense. The time taken for the comprehen- 
sion of one from the other is clearly visible. Hence it is called 
samlaksyakramavyangya 

26. Asamlaks yakramavyangya is also known as rasadhvani. Here the 
vibhavas (stimuli) are the suggestors and the rasa or sentiment is the 
suggestion. There is certainly a sequence of these two* But it is so 
thin and negligible. In this connection the oft quoted example is the 
needle and the lotus petals. Supposing there are hundred lotus petals 
placed one on the other and a needle is passed through, from one end 
to the other of the bundle, though there is some time taken for pass- 
ing through from one to the other, it (the time) is not perceivable. 
Such is the case with regard to this asamlaksyakramvyahgya* Hence 
it is called so and there is propriety in its nomenclature. There can- 
not be the knowledge of the vibhavas and the knowledge of rasa in one 
and the same moment and no body says that they are one and the 
same. It is after the knowledge of the vibhavas only there will be the 
knowledge of rasa Le, the later is emanated from the former. Even 
though this order exists this is not perceivable to the naked eye as it 
is very minute- 
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'scn:en;-e ; *nd pada (word). This is thus four fold 21 (4), 

In arthasaktimula (based on the force of the meaning) of 

the samlakfyakramavyangya with regard to artha there are three 

3; varities" (ij svatahsambhavi (naturally existing (n) kaviprau* 

(Existing in the ornate expression of the poet 
fiii) kavinibaddhoktisiddha existing in the ornate expression put 

into the mouth of the character created by the poet). This again 
in connection with vastu (idea) and alahkara (figire) becomes six 
varieties which again based on vyahgya and vyanjaka beco me twelve 
(12} 2f varieties. Again these twelve when viewed as 1 ) Praban* 
dhagata (narration} 2} vakyagata (sentence) and 3) padagata 
'word) become thirty six (36) varieties. Thus this arthasaktimUla 
anuranana dhvani is of 36 varieties. 

In ubhava&akrimuhi (force of word and meaning), there is 

only one variety as vakyagata (this is ubhayasaktimula $amlaksya~ 
krama vivaksjtanyapara vacyadhvani). Thus this samlaksyakrama 
vyangyadhtani (suggestion of the marked sequentiality is of forty 

one varieties; 

27. They are as follows 

L Padagatasabdasaktimula samlaksyakrama vivaksitanyaparavacya 
vastudhvani* 

2. Vakyagata sabdasaktimula samlaksyakrama vivaksitanyapara- 
vacya vastudhvani* 

3. Padagata sabda&aktimula vivaksltanyaparavacyalahkara dhvani* 
4 Vakyagata Sabdasaktimula vlvaksitanyaparavacy alank&ra dhvani 

28. 1. Svatahsambhavl.- A sense that can exist even in the ordinary 

world apart from the poetic world depending on the propriety 
is known as svatahsambhan. 

2. Kavipraudhoktisiddha:- This arises from the power of the imgi- 
nation or genious of the poet. It need not necessarily be in the 
ordinary world. 

3. Kavinibaddhoktisiddha ;- This sense which arises from the genious 
of the poet is made to come from the mouth of the characters 
created by him in his composition. Hence this is called so, 

29. A vastu (idea)^can become a vyanjaka and vyahgya. In the same 
manner an alahkara (figure) also can become a vyanjaka and vyahgya, 
So the vastu and alahkara become vyanjaka, and vyahgyas i.e. for a 
vyangya In the form of a vastu (idea) vastu becomes vyanjaka (suggestor 
and an atonkara (figure) also becomes a vyanjaka and vyangya* In 
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Asamlaksyakrarna vyangya (suggestion of the undiscerned 
sequentially). 

Asarnlaksyakramavyangya is the suggestion of Rasa etc. i.e^ 
rasadidfaanL it is of six (6) varieties 30 t) probandha 2) vakya 
3) pada 4) padaikadesa 5) racanfi and 6) varna Thus the 
vivaksitanyaparavacyadhvani is of forty seven (47) varieties. 
Including the four varieties of the avivaksitavacya already shown 

(Contd* RN. 29) 

this process the six fold division becomes twelve fold. They are as 
follows : 

1 . Svatassiddhftrtha&aktimula samlksyakrama v!vaksitanyapara~ 
vacya vastuna vastudhvani* 

2. Svaiassiddharthasaktimula samlaksyakrama alahkUradhvani* 

3. Swtassiddharthasaktimula samlaksyakrama .. ..... alahkarena 

va&tudhvanL 

4 . Svatassiddh&rthaaktimula samlaksyakrama alahkarena 

alahkaradhvani* 

^. Kavipraudhoktisiddharthatiaktfmulasamlaksyakramavlvaksttanya 
paravacya vastuna vastudhvani, 

6. Kavipraudhokti siddhartha $akti vastuna alahkaradhvanL 

7. Kavipraudhoktisiddhartha &akti^**.+alahkarna vastndhvani. 

8. KavipraudhokttsiddhSrtha &akti ..^.alahkarena alankara^hvani* 

9. Kavinibaddha vaktrpraudh&ktisiddharthaaktL*.**vacyma vastu- 
dhvani* 

10. Kavimbaddka vaktrpraudhaktistddhartha iakti vacyena alahkQra- 
dhvanl. 

1 1. Kavlnibaddha vakfrpraudhoktisiddhartha vacyatalankarena vastu- 
dhvani. 

I2 Kavfnibaddha vaktrpraudhoktisiddhartha alahkaradhvanL 

Each one again becomes three fold as prabandhagata, vakyagata 
and padagata when the total number comes to thirty six (36j. 

This artha^aktirnula dhvanl is otherwise know as atutranana- 
dhvanL As it goes on ringing following the previous one it is called 
so ue, there is alahkftradhvani emerging from the vasttt and vastudhvani 
emerging from thealankara. So one follows the other* 

30. They are: 

K Prabandhtigata vtvaksitanyaparavacya samlaksyakrama vyangya 

rasadidhvanf* 
2. Vakyagata vivaksitanyaparavacya samlaksyakrama vyangya 
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in the beginning they are of fifty one (51) varieties and they are 
suddhas. 

Among these varieties when individually they are mixed 
with one another the first variety gets fifty one (51) 31 kinds; the 
second gets fifty (50) and the third gets fortynirie (49) kinds. 
Likewise if we goon deducting one variety at the rate of one 
from each in the remaining they become one thousand three hun- 
dred and twenty sx (1326) varieties of misrabhedas. 32 



(Contd, F.N, 30) 

3. Padagata vivaksitanyaparavacya samlaksyakrama vyangya 
ras&didhvani* 

4. Padalkadesagata vivaksit8nyaparavcya samlaksyakrama vyan- 
gya rasadidhvani* 

5. Racanftgata vivaksitanyaparavucya samlaksyakrama vyangya 
rasadidhvani 

6. Varnagata vivaksitanyaparavacya samlaksyakrama vyangya 
rasadidhvani. 

31. If padagatarthGntara samkramlta vlvaksitavacyadhvan! is mixed with 
vakyagatarthSntara sankrarnitavacyadhvani it is an admixture. Broadly 
\\e have to note also that the admixture is a combination of laksana* 
miiladhvaw and abhidh&miifadhvani and vice versa. 

32. The ancients seem to have enumarated the varieties in a different 
manner. They do not seem to have accepted the view that one variety 
is to be gradually reduced at the following step in the case of the 
varieties of the Suddhadhvani* So according to them there will be 
fifty one (51) varieties in the second case (of admixture) also (as 
against 50) as in the case of the first variety. Similarly for the third 
variety also. 

The connection of the padagatarthantarasankramita vivaksita 
vacyadhvani with vakyagatarth&nfara sankramita vivaksita vacyadhvani 
forms a variety of the miSrabedha* The vice versa again forms another 
variety. Likewise is the variety arising out of the admixture of the 
laksanamuladhvani and abhidhSmuladhvani and the vice versa* So for 
every 5 1 varieties there will be another 5t varieties. 

When all these summed up we get two thousand six hundred and 
one (2601) varieties in suddha variety itself. As against this method 
the reduction-method shown above if adopted there will be a reduc- 
tion of one thousand two hundred and seventy five (1275) types and 
there will be 1326 varieties only. 

According to Yidyanatha this view of the ancients is not tenable. 
There is no difference between the connection of avtvaksitavacya with 
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The variety existed in the association of a vlvakqitav3c\a 
with vivaksitSnyaparavacya Is not different from that of the vj'vafc- 
sitanyaparavdcya with avivak&itavacya. Similarly the variety exis- 
ted in the association of vastudhvani with alahkaradhvani is not 
different from that of the alahkaradhvani with vastudhvani. Thus 
when the former is mixed with the latter there will be a reduction 
of one (variety). 

If this admixture (misrana) is again considered in the light 
of the three types of sankara 33 and on- type of Samsntf, ahold 
with these four, the total varieties that would result are 5,314. 

The suddhas are fifty one (51), the misras are one thousand 
three hundred and twenty six (1326) and those are resulting 
from $amsr%ti and samkara are five thousand three hundred and 
four only (5304 j.* 4 

Now the names of the 51 varieties belonging to suddha arc 
as follows : 

I . Padagata arthBntara-samkramita avivaksita vacyadhvanL 
2- Vakyagata -do- ~-<$- 

3. Padagata atyanta tiraskrta ~do~ 

4. Vskyagata -do- ~ do ~ 

5 Padagata jabdasaktfmUlasamlaksyakrama vastudhvani: 

' n * , ^do~ alankaradhvmi 

6, Padagata ~ ao 






only in permlations but not in anything else. 



(t) Sandeha $ankar& 

praveta sahkara* m . 

Samsrsti is only one and no divisions m it. 

' the Kavyapraka&a) suddha is 51 
other resulting from samsrsti 



and iankafff are 10^04 types. 
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7. Vakyagata -do- vastudhvani 

8. Vakyagata -do- alankaradhvam 

9 . Padagatah svatah siddhartha saktimulo vastuna vastitdh van! 
10. -do- -do- alankaradhvam 
1L -do- -do- alankarena 

alankaradhvam 

12. Padagatah svata siddharthaSaktimulo alankarena vastu- 

dhani 

13. Vakvagatah siddhartha saktimulo vastuna vastudhavni 

1 4. -do- svatasiddharthasaktimula vastimft alankara- 

dhvani 

15. -do- siddhartha kaktimula alankarena alank&ra- 

dhvani 

16. -do- -do- vastudhani 

17. Prabandha gatah svatassiddharth&rthasaktimulo vastunS 

vastudhvani 

18* -do- -do- vastuna 

alamk&radh vanih 

19. -do- -do- alankarena 

alankaradh vani 

20. -do- -do- vastudhvani 
2L Padagata kavipraudhokti siddha artha&aktimulo vastuna 

vastudhvani 
22. -do- -do- alahkaradhvani 

23- -do- -do- alankSrena alah* 

kftradhvarii 

24- -do- -do- alankarena vastu- 

dhvani 

25. Vakyagath kavipraudhokti siddha artha saktimulo vastuna 

vastudhvani 

26. -do- -~do~ vastuna alankaradhvam 

27. -do- -do- alamkarena vastudhvani 

28. -do - -do- -do- alankaradhvam 

29. Prabandha gata kavi praudhoktisiddha arthasaktimulo 

vastuna vastudhvani 
30 " " do ~ -d- vastuna alankaradhvan f 
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45. Prabandhagata asamlaksyakrama vytngyo 

46 Vakyagata asamlaksyakramavyang} a warffcfti urn 

47. Padagata - do _ _^ o _ 

48. Padaikadesagata -do- ~do~ 

49. Raccmagata -do- __ 

50. Varnagata -do- _ 
5 ! . Vakyagata ubhayasaktiniula rasadidhvani 

These are illustrated only in limited manner. 

/. Arthatitarasankramita avivoksitavacyadh vani : as: 

;* 0h! Hea <3s belonging to us! why do >ou ^hh to be 
high? Thus (Faying) the enemy kings bowed down to Pratlpa- 
rudfa - (43) 

Here ihe word asmakah indicates the sense that "we 
become the ground for all types of miserable conditions and you 
(the heads) belong to us who are thus reduced to such pitiable 
s*ate/* So this is an instance of arth&ntarasankarmitan\aktiti** 
vacya* 

[The word asmakah which is an avivaksttav&cya becomes a 
s suggestor and suggests the sense* you belong to t be poor and 
pitiable persons like us. So oh! heads to desire to be high Is 
not proper on your part], 

2- Atyantatiraskrta (avivaksita) vacyadhvani : as : 

The great streams of glory of the Kakatl-lord are strolling; 
besmearing the sky with clarity (purity) and filling all the quar- 
ters with whiteness. 

Here the expression vlsadima vilipta vlyatah is tiras- 

fcfta vacya* In the same manner vakyagata etc. are to be 
instanced. 

[Here the act of besmearing is connected with aa object 
having form., but not with one thai does not possess fora. 
So this word vilepana discards its primary sense aad fakei 

6616 
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sense of ranjanab} which great lustre is suggested. So the expres- 
sion visadima vilipta viyatah is atyantatiraskrtavacya.} 

3. Arthasaktimula vastuna vastudhvani : as 

The women of the enemies of the Kakatlya are wishing for 
the years rid of seasons, m >mhs rid of white half (suklapaksas) 
and the nights rid of tithis (the lunar days) (45) 

It is here understood thai the ladies of the enemies of 
Pratapaiudra always wish for the absence of seasons etc. as they 
enhance their passion. By this the idea that they are separated 
from their husbands is suggested which in turn indicates that the 
enemies of Prataparudra were killed, a sense that excells the 
vacya. Thus the women of the enemies who are afflicted by the 
separation of their beloveds with a desire to live for some \ ears, 
first wish the absence of the seasons. Then being unable to spend 
even those years with a desire to live for months, wish the 
absence of the suklapaksa. Again being incapable of leading 
lives even in that state, entertaining the idea of living at least 
even in lunar days (tithis) they pray for the non*existance of the 
nights. Thus one idea gives rise to so many other ideas. 

4, Vastuna alankaradhvanih : as 

Having observed the glory of the king kakati Virarudra, 
that spread through out the Universe, Siva wishes to dwell there; 
the husband of Laksml (Visnu) desires to sleep, the multitude 
of the holy sages is running to bathe, the oceans are moving to 
swell up; and even Abhramu, the lady Iravata wants to touch 
slowly I (her husband) exhibiting coquetry. 



The illusion of Kailasa (in the white glory) of Siva, and 
milk-ocean of Visnu is seen here. This is a figure called bhranti- 
which is suggested. 



_ [The desire of Siva to dwell etc. is the vastu (idea) that is 
a Vjote (suggested When they observed this white fame of the 
king Rudra Siva mistaking It to be Kailasa wanted to stay there 
aad Visnu mistaking it to be milk-ocean wanted to take his bed 
/!; *^* illusion conceived it as celestial Ganges 
and the ocean took it as the moon. Finally the Abhramu mistook 
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it for her husbind Iravata. Then the figure bhrSntiman *s sugges- 
ted.] 

5, Alankarena vastudhvanih : as 

The sword of Prataparudra, having attained the ruddy 
lustre on account of the swollen blood in that movement In the 
battle is proping the excessive sports of the glances of the Kali. 
wii'ch are ruddy with anger. (47) 

Here by the word alambate there is the figure 35 nidariana by 
which the vastu (idea) that the destruction of all the foes m a 
minute is done is suggested* 

[8y saving that the sword is having the sports of the 
glances there exists the figure nidarsanS. The glances of Kali 
destroys the foes in a minute. Likewise the sword of Pratapa- 
rudrafin a single minute, destroys all the foes. This is the vastu 
(idea) suggested.] 

6. Alankarena alahknradhvanih : as 

When the fame of lotus of the Klakat Word is full-blown 
the skv which is black like the tamalas (trees by that name] (is 
bearing the sport of the bees. ^ * 

Here when it is said that the sky Is bearing the sports of 
b.es in the form of lotus, it becomes the figure **dar*an*. By 
this the figure adhtka in which there Is incoopatabihty bec 
Siraya and tirayln is suggested. The largaess of the fame of 
lotus which is an asraya and the srnallness of the sky by the 
establishment of similarity with bees is indicated. 



^ 



tana. (P R- Arthalaikara No. 37). 



76 Prafaparndilyam 

and the lotus becomes larger with a wide fame. Therefore the 
largenes of the fame of lotus which is asraya, and the smallness 
of the sky which is similar to the bees Is suggested "which hap- 
pens to be the figure adhikd] . 

In these examples there is the svatassiddarthasakti (as the 
suggested sense is natural in the world). 

7. Next is the Kavipraudhoktisiddhnrthasaktimuladhvani-vastum 
vastudhvanih : as 

Having heard, time and again, the fame of the Kakati-lord 
that is sung by the multitudes of passers by always, that wanders 
through the path of ear which is in the form of a hole made by 
the arrows of Kartikeya engaged himself in a gymnasium; and 
which is honoured in the universe, the mountain kraimea 36 
becomes stupified with great wonder. (49) 

Here the vastu (idea) that the fame of Pratapaiudra is 
creating wonder even in the inanimate objects, is suggested. 

[The idea that the kraimca heard the fame is itself the 
vyanjakavastu. When it is said that the mountain became stupi- 
fied with wonder, it becomes the figure hetutpreksS. But inspite of 
the existance of this figure,, the idea that the fame is capable of 
creating wonder even in inanimate objects is more charming. 
Hence it is vastuna vastudhvanik. The faculty of hearing is un 
natural to an inanimate object. This is done by the poet with 
his geaious only. So this is kavipmudhoktisiddha.] 

8. (Kavipraudhokti siddhartha) vastuna alankSradhvanih : as 

Having seen the soldiers of VIrarudra who are embraced 
by Jayalaksrnl (the wealth of victory) in the battle the thorney 
trees are dragging the hairs of women of enemies in the 
forest. (50) 

Here it is fancied that the trees are drawing the ladies of 
the enemies of Prataparudra, by their hairs with their thorns, as 

36* It is well known that Kartikeya (Kumar as wamy) made a hole in the 
mountain kraunca with his arrows, vicing with Parasurama. 
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if they are experiencing love \vhen ihe\cb*entrf *he ^olcliets rf 
Prataprirudia v/ho &re embraced by Ju\iiU-k.:rr.. Tir.fc is ihe figure 

utpreksa which i* suggested. 

9, (Kavipraudhokti srMhartha} alciikartnn vastudhvanih : as 

When the husband who captivated the heart has cvme 
near, the moiesty of the bride wtu>*e loves-anger v %as In^cnJ} 
vanished has slipped out along with her frie; d? 3 as if li is afr<v,d 
of being caught. ( 1) 

Here by the figure utpreksa the vastn (Idea) that stir is 
embraced is suggested. The figure is utpreksa arising from the 
expression as if afraid of being caryout. 

10. (Kavipraudhokti siddhartha) alankarena alankaradhvanih : as 

It looks by its noddings (of the tops) of the brarches, as 
though the forest is not agreeable to give protection to the ere- 

miesofthelordoftheKakati 5 $ who are imploring protccticn. 

Here the expression as if it were not agreeable is the figure 
utpreksa. By this the figure utprekp that forest also looks as if 
it were afraid of Prataparudra is suggested i.e. the fear ot the 
forest is suggested. 

//. The arthasaktimula of the kavinibaddha vakitpmudhoktrnddha 
variety - vastuna vastitdhvanlh : as 

Oh ' king whatever may be the (condition of the) respect* 

able lady! please protect the moon because the nector of her 

glances were ordered to blacken the moon. l^ 

Here the lady who is tormented by separation culd not 



h.vc,o 
meet her immediately" is suggested. 
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is from her utterences So this is kavi nibaddhavaktr praitdhokti 

siddha.] 

72. ^K.N.V.P.S.) Kavi nibaddhavaktr praudhokti siddha vastuna 
alankar dhvanih * as 

Who ar 3 you, loitering herewith a clean Awhile) body? 
Surely, lam the g?ory of Vfrarudra: who is he, living in the 
neighbour hood with a lustrous body? My friend Pratapa <J.e* 
the valour of Prataparudra). Oh! enough of concealment of 
your nature of sun and moon that is revealed to us by the acts 
of kumuda (lilies) sarasijas (lotuses) welcome to you : I am the 
Avadhigiri who is freed from darkness. (54) 

Here the figure upania is suggested by the knowledge of 
similarity between the glory and valour of Prataparudra and sun 
and moon. 

(This type of conversation which is a vastu between Avadhi- 
giri and the glory of Prataparudra is not natural. This is a crea- 
tion of the poet ] 

13. Alahkarena alankar adhvanih : as 

See friends! the intolerable ioveanget of this bride 
(daughter-in-law) is slipping out as if in fear generated by agita- 
tion in the meeting of the king. (55) 

Hare by ths figure utpreksx the figure vibhavana that her 
anger is subsided without the entrities of the lover is suggested* 

14. Alankarena Vastudhvanih : as 

Oh! L >rd ! This syarna (girl in youth or in black colour) 
being unable to get an occasion to serve you who are always 
surrounded by ladies, has becotne white all over the body, as if 
it were by serving your fame. (56) 

Here by the figure utpreksa known by the expression seva-* 
niSneva the vastu that she is to be accepted by the king always is 
suggested. 

[Here serving fame is fancied as the case for the whitness 
generated in separation from the beloved.] 
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Likewise examples in the case of prabandhagata etc* also 
are to ba understood. They are not eaumerated here for fear of 
elaboration. 

Next Sabdasaktiniuladhvani : 

This is of two types: 1* vastu and 2. alankara. Hence it 
is said : 

Where either alafiksra or vastu strikingly appear by $abda % 
there is the sdbdasaktyudbhavadhvani which is of two types: 
(KP, IV, 15; 16). 

[Here it is noted that alankara also is a vastu. This is 
understood by the word eva in the verse. As it is a special kind 
of vastu it is known as akmkdra. This vastu is of two types 
1 citra vastu (peculior vastu) and 2. acitravastu or suddhavastu is 
known as vastu where as citra is known as 



(i) Sabdasaktimula alankaradhvanlh : as 

He is really a king; and you are syama (lady in youth); 
your union is befitting; there is no disorder here This looks 
really wonderful. (57) 

Hsre by the words sySma and raia th* love story of a lady 
and the king is understood. From this the epUode of night and 
moon is also known which knowledge suggests the figure upamS. 

[The above meaning is quite ordinary* This is the utte- 
rence of a friend of a girl. She says C Oh: lady, in youth! 
you have loved the king. Your union is quite befitting : But how 
is it in your case rumours have not yet been spread? This is 
really wonderful - This is the contextual meaning. The othej 
meaning which is beyond the context is - Oh girl ! He is moon and 
you are night. Your union is befitting and natural. But as a 
result of your union there must be pradosa (night fall). This 
has not happened. This looks wonderful ! 

Here the words syamS and raja are the vacakas of kant. 
and the king respectively on the strength of the context* The 
knowledge of night and moon arises because of these onlywrods. 



SO PrataparudfI}afH 

The poet used the words that give rife to so many meanings* 
Fiom this it is noted that the other cneanrng* also are intended 
b> him. But the other meaning should have connection Hith 
the meaning of the context on band and a comparison has to 
be thought of to connect both the meanings, when the figure 
simile is suggested. This figure upama is usually caused by those 
words which possess double enteudcr. Hence this is called 
sabdasaktimtila.] 

(ii) Sabdasaktimwla vastudhvanih : as 

Oh! kings! fyoin who are distressed by living in forests 
listen to our advices in your interest. Now perfom the service 
of the feet of raja. (58) 

Here on the strength cf the force of the word rajipadaseva 
(service of the feet of raja) the knowledge of Prataparudra arises 
out of the context. From this it is suggested that the service of 
Prataparudra is to be undertaken abandoning undergoirg trou- 
bles of the forest life. This is the vastu that is suggested vastn. 

(The word r&japadaseva gives rise to two meanings 1) the 
service of the feet of king Prataparudra and 2; enjoyment IB 
the rays of moon. On ths strength of the context it is usually 
understood that ihose enemy kings who are driven to forests 
should take to the service of the feet of Prataparudra (Le. they 
should accept the sovereignly of Praiaparudra) as no useful 
purpose is served by tormenting themselves in forests. This is 
the suggestion that arises. 

Generally for those who are tormented by heat santa- 
patah (by the son) the moon rays give solace and delight. Here 
though this meaning also is to be considered it can be understood 
that it is not useful for the context as for those who are distressed 
by Prataparudra the moon rays are of no use and they have to 
necessirily accept the authority of Prataparudra if they wish to 
be happy, So it is better to accept the service of Pratiparudra* 
This is the vastu that is suggested finally.) 

Ubhaya&aktimiiladhvaffih : as 

Oh kings ! He is by nature a conqueror whose pillar like 
arms display the wonderful weapons. Leave off the display of 
your array* (59) 
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Here there is the sabdasaktimuladhvani in words like ksmfi- 
bhartah and nijapaksavijfmbhitami muncantu and jisnureva. There 
is the arthasaktimuladhvani io bhujastambhajrmbham&nadbhuta- 
yudha. Hence this is ubhayaSaktimula. 

[There is tho second sense also in this verse which is Oh ! 
mountains! (ksmabfartah). He Is Indra (Jisnu) who possesses 
the display of wonderful arms OB his pillar like arms. You all 
give up the fluttering of your wings. 

The words ksmabhrtah etc. a shown above cannot tolerate re- 
placement. Hence it is kabdasaktimula. The compound bhuja- 
stambhaJrmbham&nadbhutayudhaG&r* tolerate replacement* As such 
this is arthasaktimula. As both the sabdasakti and arthaSakti are 
present it is ubhayasakti* This is v&kyagata as it is a single sentence.] 

Asamlaksyakramadhvani ; 

Rasadhvani etc. is asamlaksyakramavyahgya I,e* suggestion 
of undiscerned sequentially. It is said in the Sfngaratilaka ; 37 

'Sentiment, enaction, the semblance of sentiment, or 
emotion and the cessation of emotion 38 etc. are of undiscerned 
sequentially, which stands as the one that is adorned (alankarya) 
apart from rasadi figures (rasadyalankaras). 

The instances of rasabhava etc. and their nature will be 
dealt with in the chapter on rasa. 

Gunlbhutavyangya : Subordinated Suggestion : 

The eight kinds of the subordinated suggestion : 

The subordinated suggestion of a second grade composition 
is of eight kinds. This is said thus in the k&vyaprakft&a : 39 

1. Agudha^ 2. AparasyQnga t 3. V&cyasiddhyanga, 4. Asphuta, 
5. Sandigdha, 6. Tulyaprndhanya, 7. Kakv&sipta and 8. Asun- 
dara : 

37. rhgaratilaka of Rudrabhatta. 

38. Bhava$anti etc. means, bhavodaya bhavasandhi and bhavaabalat&* 

39. The kavyaprakaSa: 5-1 
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i) Agudha (unconcealed) 

As the concealed meaning only is strikingly charming like 
the bereasts of a damsal the unconcealed suggestion constitutes 
the second grade composition, as 

[Suggestion at times reveals itself instantaneously when it 
is called agudha. On other occasions it reveals itself in an 
intending manner which is called gudha, and sometimes it reveals 
itself delayed which is known as asphuta. If the first and last are 
present in a composition they are concernd with he second 
grade (madhyama) compositions where as the fir&t grade (uttama) 
composion contains the second feature i.e. g&dhatvam.] 

Qh 5 Lord VIrarudra ! If your greatness is described the 
mountains, being slightend get angry. If your depth is sung the 
oceans being limited in depth get agitated* Hence I am afraid 
of praising you. Why so? Oh ! Rohana mountain, the abode of 
quality gems ! Being Agastya I stand by your side. (60) 

Here by the expression Yadi va jatosmyagastyasstitah (why 
so? being Agastya I stand by your side) the unconcealed sugges- 
tion that he is not afraid of the mountains and oceans is reve* 
alcd. 

[The sage Agastya is famous for stopping the vartical 
growth of the mountain Vindhya and for drinking the water of 
all the oceans as water in the palms, in a gulp* As this 
suggestion is not beyond vScya this is a case of agudha*} 

(ii) aparasyangai (Subordinated to some other) 

If rasa etc* become subordinate to rasa etc. it is apara** 
syQnga and that also is an instance of subordinated suggestion. 
Sentiment is subordinated to sentiment : as : 

Oh! KakatiLord! your tributory kings, who are rid of 
shame, bereft of dignity possessing strickening voice, sweating 
sweet, the unendurable trembling of the body experiencing epi- 
lepsy, flowing tears and the coming calamity having been enraged 
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by passion (love) on being embraced by bhlti (fear) arc moving to 
solitary places in the mountain caves. Here the sentiment love 
is subordinated to sentiment fear. (61) 

[In this verse the symptoms of the tributory kings are 
contexual and reveal the sentiment bhayanaka for which fear is 
the abiding emotion (sth&ylbhava) It is natural for the subor- 
dinate kings to possess all the symptoms that are described 
la the verse. At this stage by the expression "embraced by 
bhlti 9 there arises the knowledge of a hero and heroine. (The 
word bhiti* is feminine in gender) The above symptoms sre almost 
akin to the symptoms of love specially when embraced by the 
heroine for the first time. So here the sentiment love is noticed 
though it is not important and beyond context. As it is not 
important it becomes a subordinate to the main sentiment bhaya* 
naka. From this we notice that one sentiment is made a subor- 
dinate to another sentiment, i.e. apamsyanga* Hence though the 
sentiment fe&r is the main one it is not as charming as the subor- 
dinate sentiment love. So this is not called suggestion.] 

iii ) Vacyasiddhyanga : a s 

rif the suggested sense becomes a subordinate to the 
expressed sense it is called vzcyasiddhyanga. The question of 
vacyasiddhi does not arise in the case of aparasyanga. So the sag- 
gesLn becomes a subordinate to the meaning that is indicated 
by the expression.] 

The new cloud (in the form) of the sword of the Kakati 
lord which is dreadful subsides the flame of valour of the enemies 
that Ts fearful with a stream of water (edge of the sword). (62) 

Here the stream of water is suggested. This becomes a 



coud in the form of sword) which is 
[The word A.h 
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sword. Again there is a rupaka in the compound karavalanavam* 
budah where a cloud is superimposed on the sword. Similar is 
the case in pratapajvalanam. This rupaka or super in position is 
verbal or vacya. A stream of water which is the suggested 
meaning of the word dhara supports this rupaka i.e. in its own 
support the rupaka demands the presence of jaladhara, in the 
absence of which suggestion the rupaka in karavalanavUmbudah 
cannot be justified. This superimposition of stream of water in 
the sword H vyangya* So the rupaka in karavalanavambudah also 
is vyangya* Unless the first is justified the second cannot be 
justified, This vyangya acts as a support to the rupaka expressed. 
So this Is a subordinated suggestion known as vacya siddhyahga* 

(There is a question hsre whether karavalanavUmbudha is a 
rupaka-compound (rupakasam&sa) or simile-compound (upamita- 



According to grammarians in the absence of common 
qualities (samanya dharma) it becomes upamitasamasa and in the 
presence of the common quaMties 3 it becomes rupakasamasa* In 
the present instance the word karsla expresses the common 
quality of both the sword and the new cloud. Therefore it is a 
rupakasamasa but not an upamitasamasa'], 

iv) Asphufa (Mot distinct) 

If the suggestion is revealed after a considerable delay it 
is the asphuta (indistinct) type of the subordinated suggestion, 

as 

The greatness of the sword of VIrarudra is some thing 
unhampered. Having drunk the river of blood of the enemies it 
delivers the fame of Ganges, (63) 

Here the vyatireka (figure) which has resulted from the 
description of the superiority of the sword over the sage Jahnu 40 
is an indistinct suggestion. 

40. The sage Jahnu drank the Ganges that was flowing in the vicinity of 
his hermitage completely, He afterwards on the request of Bhaglratha 
released it through his ear. Jahnu drank Ganges only and released 
Ganges only but no other thing. But the sword drank blood and 
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v) Sandhigdha (Unintelligible) 

(f there is a doubt as to the intention of the poet whether 
it is vacya or vyangya it is sandigdha, as : 

The glances of the Kakati-king, which possess the waves 
of longing were riveted to the lofty breasts of the new bride, 
like a garland of kaiharas* (64) 

Here the doubt is whether the purport lies in his wish to 
embrace or simply to gaze at the breasts, 

vi) TulyaprQdhanyam : (equal importance) 

If there is equal importance to both vacya and vyangya it 
becomes ao instance of tulyaprfidhanyam* 

[Usually one meaning must be made important and all 
other meanings must become subordinated. Unlike this prac- 
tice, in this case there is equal importance to both the meanings. 
But when there is equal importance there will be two sentences 
and this is not acceptable as if is known as the defect vftkyabheda. 
At this stage it has to be borne in mind that this defect does not 
apply to the laukika sentences but only to the Vedas.] as: 

Oh kings ! serve the feet of Prataparudra otherwise his 
mind which is so gracious gets pointed, (65) 

['If his service is left, it becomes impossible to dwell in 
the towns' is the suggested meaning of the verse. Here there is 
the equal importance for both the expressed sense and the sug- 
gested sense One is not subordinated to the other. So this 
is called equal importance.] 

(ConttL F.N. 40) 

released Ganges in the form of fame. This is quite different from the 
above and also miraculous. He drank one and released another. So 
the sword is greater than Jahnu. Unless this mythology is known it 
is not possible to comprehend this suggestion. So this is considered 
extremely concealed and hence become indistinct* 
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vii) Asundaram (not beautiful) 

The suggestion does not become beautiful in the wake of 
the expressed sense. This is asundaram. as : 

Having listened to the pleasure, caused by the sight of the 
king, of the women of the Ekasila the face of the bride ordained 
by the elders became black. (66) 

Here the vscya that the face of the bride who was thinking 
of the pleasure arising out of the sight of the king became black 
is more charming and there is no charm in the vyangysrtha that 
she who was ordained by the elders could not go to see the king. 
So the vScya is more charming than the vyangya* 1 his is asundaram. 

viii) Kaku (Ironic tone) 

If some other meaning is arrived at by means of ironic tone, 
even that is subordinated suggestion only * as i 

Dear friend ! Tell me, whether Earth, Laksmi or Sarasvati 
whom the king the discriminator of the qualities, revers 
much. (67) 

Here by the ironic tone in asking whether the Earth is 
greater than I, the vastu that the Earth is not greater is sug* 
gested. 

[Kaku is connected with the word. It is a peculiarity in 
intonation. The suggested meaning that is the outcome of this 
intonation is only superficial. 

Hence it should not be called vyangya. But as the pre~ 
sence of vyangya is there (of course only in some cases) it is con- 
sidered only a subordinated suggestion 

In the above example to say that the Earth is not greater 
than this charming girl, there is nothing in the words employed 
In the question, It is simply to be got by the strength of the 
v&cya only. Even then on account of the ironic tone it is not 
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MAHAKAVYAS AND UPAK&VYAS 

[The major and minor compositions} 

The features of a Mahakavya: 

It is called a mahaknvya where there are the description! 
of 1) towns, 2} oceans, 3) mountains, 4) seasons, 5) the rise 
of moon, 6) the rise of sun, 7} gardens (parks), 8) sports la 
waters, 9) drinking of liquor, 10) sexual pleasures, 1!) separa- 
tion, 12) marriage, 13) the birth of a son, 14) political sagacity 
(mantra), 15) dice play, 16) military march (faitrayStra), 17) war 
and 18) prosperity of the hero. 

Even something less than these eighteen is also agree* 

^ 69, TO) 



This is of three kinds 1) Prose, 2) Verse and 3) a 
bitiation of both (a mixture of prose and verse), 

A group of words not in the form of&pada (foot quaiter) 
is prose (gadya) and where there are four feet (p&das) it is called 
verse (padya)^ the K&dambari etc. are prose works while the 
RaghuvamSa are the works in verse. 

Upakavya (minor composition) 

It is called a minor composition where there is no division 
of chapters or cantos (asargabandha) , (71) 

This means that in a major composition there must be 
necessarily the division of cantos. 
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The Suryasataka is (an instance of) a minor composition. 

Campuh : 

A composition which is beset with prose and verse is 
called campuh* 

Writers opine that it is called akhyayika where there are 
divisions like vaktra, aparavakira, and ucchvasa different from 
kathn. (72) 

Vaktra* 1 and aparavaktra* 2 are the kinds of metres: These 
metres must be present in an akhyayika which is divided in 
chapters called ucchv&m. The Harsacarita (of Sana) is an exam- 
ple of this. 

[If it is simply a prose work it is called katha. The 
Kadambarl is an example of this. The difference between these 
two is as shown above, though they both belong to the prose 
type in their broader division* 

Ksudraprabandha (simple composition) 

It should possess prose and verse rhythemically in tune 
with any one of the beats. (73) 

There must be the word *jayati* (hail) in the beginning 
varigated with metres like malinl etc* and possess all the eight 
cases. This is called udaharana^ (74) 

Where there is the word *jayati* in the beginning, (where) 
beautiful metres like malinl etc. are empolyed, (where) In every 
case there are eight sentences possessing prasa and beat (tala) f 
started after that word *apica 9 are composed; and next (where 
there are) the semblances of cases, 43 this is known as udfiharaifa. 

41 This is one of the kinds of the matr&cchandas. It has four feet as 
usual and eight syllables in a feet. 

42* This is a variety of arthasamavrttas* For further details see the Vrtta* 
ratnakara* 

43. Words like vihaya, vihasya* katham, ciraya, drat cirasya etc. are not 
cases but they look like cases. 
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CakravSla : 

It is cakravalaka which is abundant with the vocative case 
and in verses. The words which are left (at the end of a quarter 
of a verse) must be taken (in the beginning of the next quarter 

verse) again. (75) 

Bhogavall : 

It should have verses at the beginning and at the end* 
There should be Samskrt and Pr&krt in it and there must be 
skandhas either with eight or four sentences. Every 
should possess sentences in different styles. There be the 

words deva and nrpa. There must be the word dem in the beginn- 
ing through out. This is called Bhogavat*. (76 f ??} 

[It is also thought that there must be the description of 
the gardens which produce pleasure frequently.] 

Birudavali : 

It is called birudavati where the characteristic marks and 
the titles described are narrated in abundance, and should have 
show of sentences. ' ' 

[This biruddvali is almost similar to bhogavat* in all other 
aspects enumarated above. What is said in verse No. 78 ism 
special feature in addition to the other-] 



A composition strung together with a number of verses as 
that of the number of stars (i.e. 27) is called rMwrft. Likew 
the simple composition that came under the category of Mjm 
&* a to be inferred. Their exampLs are no, g,ven 
here for fear of over elaboration. 

[There are also other varieties like caturuttara and catur- 
bhadra etc.] 

ar ."ar ja t a 

Vidyauatha is complete. 



CHAPTIR III 
NATAKA PRAKARA^AM 

Compositions, in which action (dance) In 
predominent, are enumerated 

The form of NATYA (dance) 

To imitate a hero called dhirodQtta i.e brave and noble 
with four kinds of actions like sattvika (of feelings) and angika 
(bodily actions) etc. is (called) n%tya which depends on senti- 
ment. (0 

[The abhinaya (action) is defined as that which reveal! the 
objects - abhinayati padarthSn ityabhinayali 1 . This action is *f 
four types :- 1) sattvika, 2) abgika, 3) v$cika and 4) ahSrya. 

That which arises from sattvd* a quality is known as 
sattvika. They are stambha (rigidity) pralaya (loss of conscious- 
ness) and romZnca (horripilation) etc. This is to be shown witb 
eyes wide open. 

Hands and feet etc. are attgas - patskdhasta etc., which 
are the setting of hands in action are said to be Sfigikas i.e. con- 
nected with angas. 

Compositions that are read are vacikas and any thing that 
is sung with sentiment also becomes vacika. 

The required decoration connected with the dreis and 
ornaments is known as ShZrya. 

To imitate the conditions of the brave and noble with 
these foorCesof action is abMnaya. Here it is to be under. 



2. 
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stood that the nafya 3 or the action is in accordance with the 
sense of the depiction as it is said that it depends on sentiment]. 

The nrtya is in consonance with emotion while nrtta is 
associated with beat and time. (la) 

[The vibhfivas i.e* the stimilus and stimiilai provided by 
characters and exitents are considered as padarthas and they 
figure as objects in a nrtya. Here the nrtya is connected with the 
action of padarthas. The word nrtya is derived from the root 
nrti meaning gatraviksepa the setting of the body. Therefore it is 
to be expected that there is the Qngikabhinaya in this nrtya to a 
greater degree. Those who represent this are called nanakas. 
This is also called 



The tala (beat) and laya (time) are the technical terms in 
music. This {nrtta) is called desi>] 

This is the method given in the DasarEpaka. The form of 
nrtta and nrtya is given here as they are the limbs of a drama. It 
is said in the Dasarupaka. : 

'These two (nrtya and nrtta) are again divided into two - 
1) Pleasant (madhura) and 2) excited (uddhata). They help the 
dramatist 4 in the form of lasya and taifdava\ Thus 

[The divisions are - 1) Madhura nrtya, 2) madhura nrtta, 
uddhata nrtya and udhhata nrtta. The two varieties belonging to 
the pleasant type are the forms of lasya and the other two are 
the forms of tandava. The nrtta and nrtya performed by Parvatl 
are considered iQsya (type) whereas those that are performed by 
Paramesvara are said to be taitdava (types)]* 

There are ten types of dramas depending on this natya :~ 
I. nataka 2. prakarana 3. bhifna 4. prahasana 5. dim a 6. vy&yoga 
7, samavakara 8. vlthi 9* ahka and 10- ihamfga are the ten. (2) 

3. N&tya is from tbe root nata meaning slight movement. We notice 
sattvikabhinaya to a greater degree in this. Those who represent this 
are called m$&& and their property is 



4. 3r*i'<Rirr9Pf 
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The doubt that they are not different (from each other) 
as they depend on nafya is not genuine. They are really different 
in matters of subject (story or plot) hero and sentiment, (3) 

The plot Is of three kinds - 1. prakhyata (renowned) 
2. utpadya (invented or produced) and 3. misra (an admixture 
of the first two). This is said in the DaSarupaka. 5 

*It is said to be of three types depending on the difference 
utp&dye and mfsraS 



The story or plot that is found in the epics is prakhyftta or 
renowned, the one created by the poet is utpadya or invented or 
produced and the one In which there is the admixture of the first 
two is mUra or mixed. 

On account of these differences in plots and differences in 
the heroes, the dramas differ from one another, 

It is like this : 

1. nataka :- Here the plot is renowned or prakhyata. The 
hero is dhirQdmta* brave and noble, the sentiment either 
love or heroic is predominent and other sentiments are 
there as subordinates : 

2. prakaranat- The plot is utpadya or invented; the hero 
is dhirasZnta brave and calm and the importance is only 
for the sentiment love* 

3. bhatfa :- the plot Is utpadya^ the hero is dhurtavita frau- 
dulent paramour* The sentiments of love and heroic 
become fertile with indication itself: 

4. prahasana:- The plot is invented; AJheritic etc., are 
the heroes; the sentiment humour is, important. 

5. dima:- The plot is renowned; there are sixteen heroes 
belonging to the cla&s of <deva (gods) gandharva and 
pUaca etc., who are ferave and haughty dhiroddh&tas* 
The prominent sentiment is wrath raudra and the heroic 
and love follow. 



5. The Dasarupaka: 1.15 



94 Pratapanidrlyam 

6. vySyoga ;- The plot is renowned , the hero is dhiroddhata 
brave and haughty and the sentiment heroic is impor- 
tant. 

7. samavQknra ;- The heroes are twelve in number belong- 
ing to devas and asuras (gods and demons); the heroic 
is the important sentiment; the plot is either invented or 
renowned. 

8. vithi:- The plot is invented; the hero is dhiroddhata 
brave and haughty; the sentiment love becomes fertile 
with the indication itself, 

9. anka:~ The plot is renowned; the hero is (from the 
class of prakrts) Prakrtic, the sentiment pathos is 
important. 

10. ihamrga:- The plot is mixed; the hero is dhiroddhata 
brave and haughty; the semblance of love is the senti- 
ment. 

Now their apparatus is considered There are five junctu* 
res. It is said in the Daiarupaka. 

mukha, pratimukha, garbha, avamarsa and upasamhrti:- 
(These are the five junctures) 

[avamaria is also called vimarsa and upasamhrti as the 
ntrvahana sandhL] 

SANDHT 

The connection of plots which has a single purpose with 
the intermediary purposses is called sandhi The connection of 
Srambha and bija results in mukhasandhi; prayatna and bindu in 
pratimukhasandhi; pratysia and patska in garbhasandhi; niyatspti 
and prakara in avamaria sandhi; and phatagama and kttrya in 
nirvahanasandhi. The same is said in the Dasarupaka: 

bifa, bindu, pat&ka, prakari and kSrya; arambha, yatna, 
praty8s3, niyatapti and phalsgama. 

The (first) five are the arthaprakrtis and the other five are 
the avasthas. When these are joined in order the five junctures 
like mukhasandhi will result* 
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[Generally the dharma (piety) artha (wealth) and kSma 
(love) are the purposes for the stories depicted in the dramas. 
Any one of the three may be the main purpose which is known 
as suddha or a combination also may be a purpose. These pur* 
poses are usually considered to be of twelve types, They are : 

dharma - dharmanhas - dharmakamas - dharmclrthakamas - 
artha - arthadharma - arthaksmas - anhadharmakamas ~ kama 
kamadharmas - kamarthas - kSmadharmSnhas. Any one of the 
above may be important. There will be so many other side 
plots connected with the main theme. All these have connection 
with the purpose of the main theme itself. So the connection 
with the intermediary purpose is known as sandhL 

Because of the combination of avasthas and arthaprakrtis 
the sandhis like mukha would result. The manifestation of the 
forms of tiae cause which runs through out from the beginning to 
the end are known as arthaprakftts. They are five in number - 
bija bindu; pat&ka prakarl and karya. There will be a plan to 
achieve the purpose which is the action of the hero. This plan 
becomes five types from beginning to the end. They are called 
avasthas. They are Srambha, prayatna, praty&xa, niyatapti and 
phalSgama.] 

AVASTHAS 

The desire to attain the fruit in a greater degree is called 
arambha (starting) and the quickness of activity to achieve the 
fruit is prayatna (trial)- (4) 

The existance of the affair, concluded in the light of the 
means and their hurdles is praty&sa and the embalishrnent of the 
affair in the absence of the hurdles is niyatapti. (5) 

To attain the entire fruit is phal&gama. 

[A higher desire which results from the nontolerance of 
the affairs of the times is autsukya. In a drama the fruit in the 
form of either dharma or artha or kama is desired; but not the 
basic results. So to achieve that important result the possession 
of desire is called arambha (start). To act in a quick manner 
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i.e. without any postponement is called prayatna* Yatna is trial 
and pray at na is a vehement trial. 

When we wish to achieve something, we have to plan our 
means. We have also at the same time, to think of the hurdles 
that are to be encountered in our course of action To think of 
these two-the means and hurdles and to think of achieving the 
desire, crossing over the hurdles is known as pratyasa i.e* to 
have the hope of achieving an object overcoming the hurdles 
that impair us is pratySsa. 

To conclude that it is certain to achieve the end as there 
are no dangers obstructing the course, is myatapti* Niyata means 
definetely and apti means achievement. This means a definite 
achievement. 

When there are no obsticles the course of desire is smooth 
and hence it is easy to attain the fruits of our actions ie. the 
attainment of the desired object. This is called phalQgama*] 

BfJADIPA&CAKA - ARTHA PRAK^TTS 

i) blja (Seed) 

blja (seed) is that which is slighty sown, which spreads in 
different ways and which becomes the cause of the effect Le, the 
fruit. (6) 

ii) bindu (Point) 

bindu is a point which becomes the cause to remove the 
hinderence caused by the intermediary actions (in the course of 
the attainment of the main purpose). 

iii) pataka (Episode or Subordinate incident) 

pataka is that which spreads in the story or plot and which 
is an anga subordinate to the main plot. 

iv) prakari (Interlude) 

prakari or prakarika is that which does not spread* 
and 
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v) Karya (denouement) 

Karya is the last stage of the episode which is essential to 
go through the final achievement of the fruit. 

[A seed though small in the beginning when sown in the 
ground grows to a big tree with many branches and spreads all 
round the quarters. Tn the same manner the cause that is thrown 
in the plot of a drama also grows abnormally spreading through 
out the play. The play first starts mainly with a hero and goes 
on with the additions of a side hero, a villain (i.e. the opponent 
of the hero) etc. Whether this blja acts or grows in the direction 
of a minister (creating activity in him) or in the hero or in both 
it acts in the direction of the fulfilment of the desired end of the 
hero only. 

This blja is capable of giving intermediary results also 
(like by-products in an enterprise). Some times these results 
hinder the main growth. At that stage another incident ii 
usually introduced which becomes the cause to remove thai 
hindrance. This is technically known as bindu in dramaturgy 
Le. the point which becomes the cause of the removal of the 
hindrance caused by the intermediary results in the healthy 
growth of the main object. 



spreads to some extent only in the plot. It cannot 
spread throughout like the bija. This is a subordinate to the 
main theme. For example the story of Sugrlva in the Rjfm&yaifa 
is a patttka. 

Prakari or prakarika also does not spread throughout the 
plot like pataka - This is too small an episode which enhances 
the glory of the main theme. The story of Jatayu and Sabari 
are examples of this prakari* 

K&rya is not connected with the intermediary results. 
This is directly connected with the main results. 

The avast ha paScaka and the blja pancaka are thus enume- 
rated. The combination of these two gives rise to the sandhi- 
pancaka*] 

661 -7 
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SANDHIS (Junctures) 

i) Mukhasandhi (Introduction) 

The rising of the bija (seed) which is the cause of the 
sentiment that has multiple advantages, becomes the juncture 

mukha* 



There are twelve limbs to this, because of the combination 
of bija and arambha. 

The limbs of mukhasandhi : 

K upaksepa 2, p&rikara 3 parinyasa 4. vilobhana 5. yuktl 
6+ prapti 7< samadhSna 8* vidhana 9. paribhavana 10. udbheda 
IK bheda and 12 karaqa. All these names are befitting. They 
are in order (explained). (9 f 10) 

[The experience of rasa is the highest-achievement in a 
composition through out. The bija or the seed which becomes 
responsible for this rasa must be present in the mukhasandhi, the 
introduction. So many intermediary advantages are usually said 
to follow rasa and these advantages are other than the trivarga 
(dharma, artha and kama), because there is no fruit or advantage 
belonging to this trivarga in prakaraqa etc. but some thing othei 
than this becomes the cause of this rasa. So where there is the 
rising of the bija which is the cause of multiple advantages ol 
rasa there exists the mukhasandhi ] 

Their (the limbs) enumeration in order : 

K upaksepa: (A hint) sowing the seed. (A hint in a But 
shell of the plot of the drama is called upak^epd). 

2. parikara (expansion) : The expansion of the seed 
(There is the growth of the seed i,e. there is the deve 
lopment of the seed that was sown in a nutshell in upak 



3. parinyasa (consumation) : The consumation of the seed 
(There is the definite announcement of the object to b< 
described in this). 

4. vilobhana (temptation) : The description of the quali 
ties of the seed. (There are the description of the objec 
to be established with a view to create interest, 
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5. yukti (skill) : To discuss the incidents that are useful to 
the purpose of the bija i e. to come to a conclusion 
skilfully. 

6. pr&pti (attainment) : The achievement of happiness 
connected with the 



7. sam&dh&na (conclusion) : To exhibit the purpose of the 
bija so as to be beneficial to the intentions of both the 
hero and heroine. 

8. vtdhana (Explanation) : To delineate the cause that is 
responsible for pleasure and pain of the bija. 

9. paribhavana (conversation) : To converse with eagerness 
at the sight of wonderful incidents. 

1 10. udbheda (Rising) : To expose what is hidden in a bija. 

11* bheda (Encouragement) : To encourage in consonance 
with the bija. 

12, karana (Action) : To start the required action in agree- 
ment, with bija* 

[These twelve limbs indicate the intended taste of the 
composition. It is impossible to exhibit all these twelve in a 
work. Of the twleve sixupaksepa, parikara^ parinyasa, yuktf, 
udbheda and samadhana are important. So they have to be 
delineated. The rest may be left, as even without them the pur- 
pose of the mukhasandhi is achieved.] 

ii) Pratimukha Sandhi (Exposition) 

The exposition of the seed that lies seen and unseen is 
known as pratimukha. This follows the combination of bindu 
and prayatna* There are thirteen limbs for this. (11) 

[The seed sown in the mukhasandhi or introduction is seen 
and unseen at times i.e. the main aspect of the episode in the plot 
is at times hidden and on other occasions exposed- The prati- 
mukhasandhi is always within the limits of bindu and prayatna* 
It is well known that in the state of prayatna there is the quick 
action for attaining the fruit, and in bindu the episode spreads 
The rqaw fruit which is indicated in the mukh& m 
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sandhi gets exposed to certain extent in the PratimukhasandM 
Le. there will be the rising of some of the advantages connected 
with main fruit and same do not. The limbs of this pratimukha- 
sandhi must be in accordance with the combination of bindu and 



They are: 

1. vilOsa 2, parisarpa 3* vidhuta 4* sama 5. narma 6. narma* 
dyuti 1. pragamana 8. virodha 9. paryupasana 10. vajra 11. pmpa 
12. upanya$a&n& 13* varnasamhara. (12) 

Their features:- 

1. vilnsa (Dalliance) : Longing for sex (is vitisa) (This may 
be a wish for objects that give pleasure). 

2. parisarpa (Inquisition) : Following an object that 
appeared and disappeared (is parisarpa). 

3. vidhuta (Refusal) : Refusing the objects that are not to 
the taste (is vidhuta}. 

4* iama (Subsiding) : Subsiding the unpleasant (is sama). 

5. narma (Sport) : A sportive word (is narma). 

6. narmadyuti (Pleasure of affection)* 

7* pragamana (Exhibition of love) : The exhibition of the 
seed of love which is the result of questions and answers 
(is pragamana). 

8. virodha (Hindrance) : Obstructing the attainment of the 
desired object under one pretext or the other (is virodha). 

9. paryupasana (Entreaty): Entreating the interested 
people (is paryupasana) i.e. to passify those that are 
angry. 

10* vajra (Harsh) i Speaking harsh in the beginning itself 
(is vajra) . 

11. puspa (Flower): A significant speech that is pregnant 
with love (is puspa). 

12. upanyasa (Lecture): Lecturing in a manner that creates 
love (is upany&sa) and 
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13. varnasamhara 5 ^ (Description of the four castes) : Des- 
cribing all the four castes (is varnasamhara). Out of these 
thirteen, parisarpa, pragamana^ vajra, upanyasa and puspa 
are important. They must be delineated* 

iii) Garbha Sandhi (Investigation) 

To investigate the seed which appears and disappears (in 
the previous sandhi) again and again is garbhasandhL Here the 
limbs are in accordance with the combination of the praptyaia 
and patakft. (13) 

[In the pratimukhasandhi the blja is exposed to certain 
extent. This means it appears and disappears in which state 
there arises a doubt as to its complete disappearance. So in this 
garbhasandhi , the hlja is sought after time and again, There is 
here the combination of prSptySsS and the pataka, The limbs 
depsnd on the combination of these two In thepraptyasS there 
is always the doubt regarding the success and in the pataka an 
arthaprakrti there will be an incidental episode which helps the 
attainment of the main fruit. 

The pataka here is optional and in the absence of pataka 
there will be the pr$ptya3* The limbs are twelve in number and 

they are : 

1. abhutaharana 2. marga 3. rupa 4. udaharana 5. krama 
6. sangraha 7. anumana 8. tofaka 9. adhibala 10. udvega 1L sam^ 
bhrama and 12. aksepa are the twelve limbs. (14 & 15) 

Their features : 

1. abhutaharana (Deceptive action) : A deceptive action 
that helps ihe situation on hand (is abhut&haraqa) . 

2. marga (Truth) : To speak truth (is marga). 

3. rupa (Argument) : The sentence that presents the argu? 
meet (is r&pa). 

4. udaharana (Glorification) : To speak in a manner to glo- 
rify the present (is udahrti). 

5A* According to a section varna here means the characters in the play, 
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5. krama (Attainment) : Attainment of desired object (is 
kramd] . 

6. sangraha (Conciliation) : To speak in a way of effecting 
negotiation in a situation 6 (is sangraha}. 

7. anumana (Inference) i To infer one thing from other (is 
anumana). 

8. totaka (Agitation): To speak in an agitated manner 
because of aoger (is totaka}. 

9. adhibala (Deception) : To deceive the interested people 
(is adhibala}. 

10. udvega (Fear) : To experience fear from enemies (is 

udvega}* 
1 1. sambhrama (Agitation) i To experience doubt and fear 

(is sambhrama} and 

12- ak$epa (Following) : To follow the required object (ii 
aksepa} i.e. to expose the seed clearly in the garbha* 
sandhi. 

Among these the abhutaharana, m&rga, tofaka, adhibala 
and aksepa are important. 

iv) Vimanasandhi 1 (Reasoning or Examination) : 

To reason the purpose of the bija which becomes definite 
in garbhasandhi by one or the other cause or reason is called the 
vimarsasandhi. 



Here the limbs are thirteen resulting in the combination 
of niyatSpti and prakarL 

[In this sandhi the examination of the purpose of the bija 
arises out of anger and vices. This gets determined in the con- 
text of the fulfilment of fruit and connected with the purpose of 
the bija exposed in the garbhasandhL This bija becomes more 
clear in this sandhi than in garbhasandhi. At this stage there is 

6* According to a section a reply that is suitable to the context is 

sangraha. 
7f This is also known as avamarfasandhi, 
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every likelihood of its being hurdled by a curse, wratfa^ calamity 
or temptation and with the help of these the bija is clearly 
examined. Hence this is called vimarsasmdhi,"] 



In accordance with the niyatspti and praftari the limbs are 
to be noted* 

L apavada 2. sampheia 3* vidrava 4. drava 5. fakii 6* dyuti 
7. prasahga 8, chala 9. vyavasaya 10* nirodha 11. praroc&na 
12. vicalana and 13. a^Sna are the thirteen. {18} 



Their features: 

L apavada (Rumour) : To spread a defect (Is apavada}. 

2. sampheta (Angry exchanges) : Angry conversation bet- 
ween two (is samphefa) 

3. vidrava (Punishment) : To kill or fetter (is vidrava}. 

4. drava (Insult) : To insult elders (is drava). 

5. takti (Disappearance) : The disappearance of enemity 
(is sakti.) 

6. dyuti (Excitement) : To make a person fear or agitate 
(is dyuti}. 

7 W prasanga (Extolling) : To extoll elders (is prasatga). 

8, chalana (Degradation) : To degrade people (is chalana}. 

9. vyavasSya (Boast) : To boast of his own abilities (is 
vyavasaya}* 

10. nirodhana (Abusing): Abusing each other by finding 
fault with one another in anger (is nirodhana). 

li pravocana (Forecast) : To forecast the coming good as 
fftt were ready (is pravocana) i.e. to predict the future 
on the basis of the good events occurring. 

12. vicalana (Manifestation) : To manifest one's own qoali- 
ties (is vicalana) and 

13. adtna (Seize) : To seize the opportunity (is adana). 
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v) Ninahaqasandhi (Deoovement) : 

If the purpose of mukhasandhi etc. which possess blja and 
are scattered throughout are made to act in the direction of a 
single purpose that Is called nirvahana. They are fourteen in 
accordance with the combination of phalapii and karya* (19) 

(The purposes given out in mukhasandhi etc. lie scattered 
all over the composition. They do not appear to have been 
connected with each other and as such the final fruit also does 
not appear clearly. So to connect all these purposes with one 
another and to determine the final fruit is known as the nlrva- 
haiiQsandhi.} 

The limbs of this juncture are fourteen and result out 
of the combination of phalQpti and karya. 

They are : 

I. sandhi 2 virodha 3. grathana 4. nirnaya 5. paribhazana 
6 prasada 7. nnanda 8. samaya 9. krti 10. abhSsana 11* upagu- 
hana 12. purvabhSva 13. upasamhara and 14, prasasti : are the 
fourteen. (20 and 21) 

Their features : 

1. sandhi (Peace) : To calmdown the purpose of the btja 
that is sown in the mukhasandhi (is sandhi}. 

2. virodha (Search) : To search the fruit of action that is 
sown in the mukhasandhi (is virodha). 

3. grathana (Mentioning) : To mention the purpose of 
the action (is grathana}* 

4. nirnaya (Informing) : To inform the action that follows 
the bija (is nirnaya). 

5. paribhasa (Conversation) : To speak to each other (is 
paribhasa} . 

6. prasQda or paryupasana (Quiteaing) : To become quite 
after performing an act (is paryupasana}. 

7. Snanda (Pleasure) : To attain the desired objects (is 
Qnanda}* 
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8. samaya (Removal of misery) : To root out the misery 
caused on certain occasions unexpectedly (\zsamaya}. 

9. krti (Firmness) : To achieve firmness (is krti) (after the 
removal of misery). 

10. abhssana (Attainment) : To attain the pleasure of the 
fruit of the action (is abhasana) fame etc- are the fruits. 

11. upaguhana (Achieving wonders) : To achieve wonderful 
objects (is upogiihana}* 

12. purvabhava (Observation) : To cite the intended object 
(is purvabh&va)* 

13. samhSra (Completion) : To complete the action (is 
samh&ra) . 

14. prasasti (Benediction) : To utter benediction (is pratasti}, 

Thus are explained the sixty four lirabs connected with the 
five junctures. They have six advantages. 

They are: 

1. vivaksit&rtha prattpsdana Ta delineate what is intended. 
By this the intention of the poet becomes clear as the 
plot spreads* 

2. gopyartha gopana; To conceal what is to be hidden or 
what should not be exposed. By this kissing, embracing, 
and sex etc. are concealed i.e. they are not to be exhibi- 
ted on the stage for the maintenance of discipline. 

3* prakasaftha prakasana: To exhibit what is to be exhi- 
bited i.e. certain things which are useful for the develop. 
ment of the plot are to be exhibited. 

4* abhinayar#gasamrddhi : To please with action i.e. there 
are four types of action vacaka etc,, through which the 
audience are to be pleased. 

5. camatk&ritva : To produce charm* Spectacular incidents 
are required to produce this charm and these limbs afford 
opportunity to produce this; and 

6. Itivrtta vistZra : To develop the plot. These limbs 
become useful to develop the plot without any hurdle 
from the beginning to the end* 
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The itiwtta (Plot) is of two types 1. sucya and 2. asticya. 
Again the asticya is divided into two L dysya and sravya. Here 
there are five methods to employ the sucya It is said in Da$a~ 



By means of I. vhkambha 2, culika 3 ankssya 4, pravesaka 
and 5, anksvatarana. 

[sucya (Indication) : Incidents that do not have propriety 
should not be represented on the stage. At times they may create 
excitements So it is always better to indicate them by any 
other means. This is called sticya or indication* 

asucyd (Exposed) : There are certain incidents which are 
very pleasant and lofty. Their sentiments do enlighten the audi- 
ence, As such these incidents are fit to be represented on the 
stage without simply indicating them. They are called asucyas 
or exposed i.e. fit to be exposed. 

sravya (Fit to be heard) : There are many divisions in 
this. At first it is divided into two as a) sarvasravya and 
b) niyatakravya. Sarvair&vya is that which can be heard by all 
on the stage, whereas niyatairnvya is that which can be heard by 
a restricted few only* The third variety asravya also is to be 
taken note of. This is usually known as svagata i.e. a loud 
thinking of a character. 

The niyatafrftvya is again divided into two a) janantika 
and b) apavsrita. To carry on conversation with another hold- 
ing a iripataka hand indicating that this conversation is not 
intended for others is called janantika. To impart secrets to his 
fellow people on the other corner of the stage is known as 
apavsrita.) 

The features of viskambha etc.: 
i) Vi^kambha (Interlude) : 

To explain the incidents of the plot that happened already 
and would happen in future in brief is known as viskambha which 
is enacted by middle class character. (22) 

8. The Da^arupaka , L 5? 
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This is of two types : I* &uddha and 2* samkirtfa. 

If it is conducted completely in Sanskrit it is kuddha- 
viskambha? and when in Prakrt and Sanskrit it is samkirna. 

ii) ctilika : 

To indicate from behind the screens without appearing on 
the stage is called culika i*e. to indicate a secret probably. 

MI) ankasya : 

If the coming incidents of the next act are indicated by 
the characters of the previous Act a it becomes ankasya. (23) 

iv) praveAaka : 

prave&aka which cannot be in the First Act, and presented 
by the inferior characters, informs the incidents of the plot 
which happened already and which will happen in future. (24) 

[With regard to the information given this is like vtskam- 
bha, The difference between these two is that in the vi$kambha 9 
we notice middle class characters whereas in pravesaka we 
notice inferior characters only. Because this is presented by 
inferior characters the language used is colloquial,] 

v) ankftvatara : 

If the incidents of the previous acts are followed by the 
next act and the characters are not separately indicated it is 
known as ankavatarana, 

Indicating what is to be indicated by the anhopakqepakas 
(visfkambha etc.), what is to be witnessed muat be presented in 
an act. (25) 

anka (Act) : 

An Act should possess the Diography of the hero and 
should come forward to expose what* is in the form of blndu. It 

9* If one or more middle class characters are there it becomes Suddha. 
10* If it is represented by middle class and inferior characters it becomes 
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should b* an abode of sentiments (rasa] by the congregation of 
all sorts of purposes. * 

The poet with a vuw to delineate the sentiment should 
not cause impediments to the progress of the plot and at the 
time, he. in his extasy to portray the plot with embellishments 
should not sacrifice the sentiments. Both the plot and sentt- 

merits should not be impaded. 

A long journey, murder, war, mufing, seizure by the ene- 
mies, eating, bathing coition, anointment, dressing etc, should 
not be openly shown on the stage. The murder of a hero who is 
important in the drama should not be represented on the stage 
but aa impression can be created as ifit were there at times, 
Bnngidg him back to life somehow is essential and what is essen- 
tial should not be overlooked. 

An Act should possess the incidents of a single day belong- 
ing to the hero, i.e. incidents spread over many days should not 
be portrayed in one Act. The plot must be proned without 
damaging its beauty. The incidents that are portrayed in the 
Act muse b^ connected with each other i.e. the principle of 
cause and effect should exist there. The incidents that are exhi- 
bited in aa Act mast have bearing on the finality of the plot. 

The interval between two Acts should not be more than 
one year. If the interval between the incidents of one Act aed 
the otier Is more than one year according to the story of the 
work, thea it is better to cut them so as to suit the principle of 
one year. 

The arthopaksepaka (blja etc ) are intended to explain the 
differences ia these Acts. There should be only one purpose for 
one Act and the hero must be present there. An Act is to be 
composed with a few characters like Vidusaka etc. The end of 
an Act is indicated by the exit of all the characters figured 
therein. 

The viskambha etc. establish the sucyavastu whereas the 

Acts establish the asucyavastu* 
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The bharativrtti is indicative of all purposess. The speech 
where Sanskrit is in abundance is bh&rativrtti. People of high 
rank should use this i e. the important characters should carry 
on their conversation in Sanskrit to the highest extent. It 
depends on nata in the beginning of the drama, while in other 
places this is used by certain important people only. 

There are four limbs for these bh&ratlvttti - i) amukha 
ii) prarocana iii) vlthl and iv) prahasana Usually the vlthi and 
prahasana are not represented in the beginning of the play but on 
the other hand they are considered as varieties of the ten types 

PRAROCANA : 

To create interest in the audience by praising the subject 
on hand is prarocana. This praise is of two kinds : 1) Praising 
the animate and 2) Praising the inanimate. Praise of the poet f 
audience actors and the hero etc. is animate. 

The poet is of four kinds depending on his nature and the 
prarocana is accordingly becomes four kinds. He is said 
as udstta (noble) uddhata (hauty) prauddha (matured) and 
vinita (modest). 

The udatta writes, keeping in mind his self respect. The 
uddhata soeaks of his greatness by degrading others The praudha 
shows his greatness with his peculiar style and the vinita speaks 
of his greatness in a modest manner. 

The audience also are mainly of two kinds : 

L prarthanlyas and 2. prarthakas* PrSrthamyas are 
'those by whose presence the poet feels himself blessed and prar- 
thakas are those who feel themselves blessed This prarocana is 
divided into two - (i) samksipts and vistrta* 



(Prologue or prelude) : 

It becomes amukha where the sutradhara (the stage mana- 
ger) speaks to either nati or mftrisa or vidusaka in artistic langu- 
age,. and which Indicates the action on hand. (27) 
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The commencement of this introductory ^dialogue has gc 
three limbs i.e. it is of three kinds 1 kathodghata 2. pravartak 
3. prayogStisaya. 



Their features : 

I) kathodghata is one where a character enters (the stage) i 
accordance with line uttered by the sutradhara (or the stag 
manager) or the sense of it which is in tune with the ploi 
This is thus of two kinds. ( 2S 

[Le* the first type is connected with the sentence uttere 
by the sutradhara and the second type is connected with the sens 

of the sentence uttered by the sutradhara.] 

ii) pravartaka: 

pravartaka exists where the character enters (the stage) a 
indicated by |he description of the qualities of the seasons sun 
therein -and (30 

iii ) prayogatUaya : 

If the character enters (the stage) in accordance with th 
uttercnces "This is he*' of the sutradhara it becomes the prayc 
gatttaya* (31 

[I.e. the sutradhara points out to the character that i 
going to eater the stage.] 

VfTHfi 

As the limbs of the vithi are similar to that of Amukh 
by nature they are being enumerated here. 

I* udghmyaka 2, avalagita 3. prapanca 4. trigata 5. chal 
< vakkeli 7. adhibala 8. ganda 9 avasyandita 10. nalika 11* amt 
pratspa 12. vyahara and 13. mrdava - are thirteen. (32 & 33 

[Though the limbs of both the vithi and the arnukha loo] 
similar they two are not similar. The kathodghmta~~tri*> that ar 
present in zmukha are not in vithi. The sutradhara is not to b 
seen in vithi . All the above cnumarated limbs like udghfttyafa 
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are essential in vlthl while they are not so in amukha. In these 
respects they both differ from each other,] 

Their features : 

i) udghatyaka ;- Two types: 

If the utterances (of the characters on the stage) are 
with concealed sense or garland like in the form of a question 
and answer it is one kind of udghntyaka. 

If the questions and answers are for the sake of a parti- 
cular knowledge of an object it becomes the second type, 

[Many things are known through these questions and 
answers.] 

Si) avalagita : 

When an effect intended at a particular place or occasion 
results in another place or occasion (because of the, similarity of 
reasons) or the object on hand is achieved when the effect is 
intended elsewhere, it is the two fold avalagita. 

To perform some other act under the pretext of one act 
is the first type of avalagita and to achieve the object intended 
when some other object is though of is the second type of avala* 
gita. 

[Here in the first case the achievement of the object is 
with effort and in the second it is effortless.] 

iii) prapanca : 

Mutual eulogy which is objectionable (is prapaSca), 

Encouraging connections with another's wife is objection* 
able. 

iv) trigata: 

This is divided into two 1) Belonging to the purvarahga 
and 2) belonging to the prasfavana. Thfc conversation of the 
* 11 etc. belong to the pftrvaranga* 



11* 
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To think of many meanings in a word because of the simi* 
Jarity 12 of sound is prasihfivana&gatrigata which is the second, 

v) chala : 

To tempt with speeches that look agreeable though they 
are in fact not desirable (is chala)* 3 

vi) v&kkeli ;- Two kinds : 

To stop a significant sentence in the middle, (is vakkeU) 
This is the first kind* 

Questioning and answering 14 is another kind of v&kketi. 

vii) adhibala : 

If two persons lose their tongues vieing with each other 
it Is adhibala. 

viii) ganda: 

A hasty remark that goes against the context on hand (is 
ganda} . 

ix) avasyandita .- 

To construe a sentence uttered in accordance with the 
sentiment in a definite manner (is avoiyandita}* 



x) 

To speak ironically in a humourous manner (is nalika}* 



[Here the speaker hides the real intended sense but only 
exposes some other different meaning; appearing light because of 
the humour created,] 



The Da&arupaka 

3, According to some critics the humour of a person who tempts with a 
defimte purpose is called chala or the speech that irritates a person it 



chat a m 

to a no - of questiofls is ais 
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as&tpral&pa 
To prattle in an incompatible manner (is asatprafapo\. 

[This may be doe to excitement, in a dream; madnes* 
also may bu a reason for this and childhood may produce this, 
So this is not a defect called asangati In a sentence,] 

xii) vyahara : 

A humourous and avaricious speech intended to achieve 
some other object (is vyah&ra}* 

xi ii) mrdava : 

To attribute good qualities to defects {or the vice versa) 
Is mrdava). Some among these as required should be presented 
in prasthavana* 

(So far is the Zmukha which serves the purpose of intro* 
duction to the play), 

The Ten Types of Plays 

I. N&TAKA: 

nataka is the type which is (considered) a prakriti (base) 
for others with all the (five) junctures like mukha, pratimukha, 
garbha, amaria, and upasamhrti aad with all their limbs which 
possess the s'ory of an authority, contains a famous hero and 
where one of the two heroic aad love sentiments is mainly deli- 
neated. ( 35&36 > 

Iprakrti is that where all the ahgas connected with the act 
exist, nataka the foremost of the ten types of dramas is consi- 
dered the prakrti for the other types, as it contains ^junctures 
like mukha. pratimukha etc , along with the other anga^ All 
types (nine) other than the nafaka are said to be vAftt*. IB the 
vflkfto all the afigas are not present. The angas are drawn from 
prakrti to vikrti by atidesa. 

For example the sacrifice Darsapur^am^sa is a prakrtL All 
the angas required for a sacrifice (of that type) are enumerated 

661 8 
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the^e. As such it is complete. The sacrifies like AindryQgni et 
are vikrtis -fere w 3 do not find the enumeration of all the anga 
So tae anqas required for this are to be drawn from the Dark 
pilrnamasa i prakrti sacrifice by atide'sa. 

The applications of angas from one place to the other 

known as atidesa. 

Coming to the present the prakarana are the vikfti in whic 
all ths angas are not enumerated. As such the angas required for i 
should be drawn from the list of the nataka. Hence nataka happen 
to be a prakrti for all the other types. There in the nSfaka ther 
will bs a story of authority. Either vira (heroic) or fyngara (love 
will be the predominent sentiment here. This means that al 
other sentiments exist in the form of angas or subordinates. 

Though it is verbally expressed that either vira or sfngan 
should be the principal sentiment in a nataka, it does not mean 
that other 'entiments are prohibited to be the principal senti. 
ments. The poet is at liberty to delineate any sentiment, he likes 
that suited to the plot, as in the case of the Uttararamacarita of 
Bhavabhuti where the sentiment pathos karuna is made predomi. 
pent. Likewise it is noticed that the sentiment santa is made 
important in the Prabodhacandrodaya of Krsnamisra and the senti- 
ment adbhuta (wonder) as main in the Mudrsraksasa of VisIJcha- 
datta. So from this it is understood that sentiment vira and 
srngara are liked by the majority and as such they are verbally 
expressed and those that are not expressed are prohibited. The 
sentiment suited to the plot can be made predominent. 

The story of the nataka is historically famous. An en ti- 
rely invented story is not suitable for a nSfaka. Here in a mfaka 
there will be four or five more people who follow the hero as 
helpers to achieve the final end and these people may be the 
heroes of incidental episodes. 

less ,hfnf ^T C nt T S u five or more Acts - There should not be 
less than five Acts and should not be more than ten Acts. If the 
nataka exceeds five Acts it is called a mahanataka] 
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NXNDI : 

[We have to propitiate gods to ward off evils before we 
start any important work. This is the general custom in our 
country. Similar is the case with regard to a play also. Before 
the play is introduced to the audience the actors perform an act 
for warding off the evil. This is nandi which preceeds the play 
and this portion is called purvaranga.^ 

The features of nandi : 

To indicate the theme of the composition a little, either 
through the sense or through the word is known as nandi. This 
should possess either eight or twelve or eighteen or twenty two 
words. 15 (37) 

The verse that is found in the beginning of a play is known 
as nandi. In the VenlsanihMra there is the n&ndi of eight words; 
there are twelve words in the Anargharaghava of MurQri and there 
are twenty two words in the Bnlammayatia of Rajasekhara. This 
limit is not observed by some in the nandi. 

The purpose of the composition is to be indicated by the 
sutradhara (the stage manager) who enters the stage, in verses, 
in accordance with the rangapras&dhana 16 by means of the bharatl 
vrtti after the n&ndL This is said in the Dasarupaka. (3.4) 

Having performed rangaprasadhana by sweet verses which 
indicate the purpose of the composition considering a season one 
has to resort to bharatlvrtti thus. This procedure is important 
only for a nafaka. 



15. With regard to the word pada (word) used in the definition there are 
different opinions. According to a section padas mean nouns and 
verbs; others feel that the line in a verse, is called pada; some others 
opine that pada means a sentence. 

16* The actress who maintains the tradition of dancing dances before the 
president or the chief guest of the day in the presence of the audience 
with all musical accomplishments in" his haram after the nandi. This 
is technically known as 
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2* The PRAKARANA : 

The wikarana is that in which the plot is invented and the 
hero is dhlraianta. Ail the angas or limbs are similar to that of 
a n&faka. (38) 

[Here all the angas have to be drawn from th&nataka as it 
is the prakrti (base) and other types of dramas are vikrtis by 
atidesa as explained already. This procedure is common to all 
other types as they are all vikfiis. 

The D,2sartlpaka 17 gives all the features of this type IB 
detail as :- 

*Th plot in a prakarana which is invented and natural i.e. 
naturil in the see-e that the incidents portrayed must look pro* 
bable ia the world. Either a minister or Brahmin or a Vaisya 
(belong to the marchant community) maybe the hero of the paly- 
He must be a dhiraprasSnta i.e. brave and composed who is inte* 
rested in dharma (piety) kama (love) and artha (wealth). He 
should also be depicted as beset with dangers i.e. He attains his 
final fruit only through these dangerous situations. 

The heroine is of three varieties 1) a family woman 2) a 
harlot and 3) both. In a prakarana we usually find either a 
harlot or a family lady as the heroine. This type is also of three 
kinds depending on the nature of the heroine. The harlot speaks 
only prakrt while the family lady speaks Sanskrit. Here in the 
prakarana the junctures (sandhis) and their limbs (angas) are more 
distinct than in other types. So this is called prakarana ] 

3. The BHANA : 

It is said bhana where there is the bharatlvrtttin abundance; 
vira fhdroicj and Srngara (love) sentiments are exhibited by 
extolling valour and fortune by a vifa with his intelligent speech, 
and the description of the story of a gay-deceiver through an 
invented plot* There must be only one Act; mukha and nirvahana 
junctures (39 & 40) 

17. The Da&arupaka - 
Cf * 
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[By the word dhurtacarita it is understood that the gay- 
experiences depicted therein may either belong to self or to some 
other person, There is only one character i.e. there is 5k8$a 
bhasita which means that the character on the stage speaks in air 
and repeats the supposed answer* or speech of the other person* 
The ten anga$ lt of the lasya must be present here.] 

4, The PRAHASANA : 

As in bhana there is the exposition of sandhyangas and 
vrtyangas in prahasana. Here the sentiment humour is made pre- 
dominent. (41) 

The prahasana is of three kinds - 1) suddha 2) vaikrta and 
3) sarikirtta* 

i). The suddha prahasana : 

This is composed of Pa^anda 19 and Vipra 20 etc., along with 
cj/andc*a; in their attire and language. This suddha is with 
full of humourous speeches. (42) 

i/j The vaikrta prahasana : 

It is called vaikrta (prahasana) in which appear the eunuchs 
kancukins 11 and hermits in the dress and language of libidinous 
persons with humourous actions. (43) 

iii) The sanklrna Prahasana : 

The sanklrna is that which is crowded with the angas of 
vithl (like udghmyaka etc.,) and with cunning persons (hke the 
thieves, gamblers etc.) 

5. TheDtMA: 

It is called dima 22 where the plot is a popular one; where 
all other vrttis excepting the kwsikl exist; where there are sixteen 

18* Bhavapraka&a> p. 245. 

19. Pasandas are against Vedas. 

20* Orthodox Brahmins. 

21. A chamberlin who is old and has free access to the ladies apartments* 

22. The root dima means collection- As there is collective action in this 
type it is called dima. See the X>a$arupaka. 
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heroes whoara haughty and belong to the clan of devas, gandhar- 
vas, yaksa, rsksasas, mahoragas, bhutas, pretas, plsacas etc., 
where the sentiment raudra is made important and hasya and 
srngara etc., are avoided. (45-46) 

Whsre there are four acts, four junctures excepting ava- 
marsa and where, maya (artifice), indrajala (jugglery), sangrSma 
(war) Surya (sun), candra (moon) and others (like meteors etc.) 
are exhibited and where the rest is as in a nStaka. (47) 

6 The VYAYOGA : 

Is is vyZyaga 23 in which the plot is a popular one, the hero 
is haughty; ail other junctures excepting garbha and vimar&a 
exist; the sentiment is developed as in dima; the action pertains 
only to a day and where there is a war (not eonnected with a 
woman). 



7, The SAMAVAKARA : 

It is samavaksra 24 in which the mukha (prologue) must be 
as in a nataka; there are the (other four) junctures excepting 
vimar&a; there are twelve heroes belonging to the devas, asuras 
etc., who receive fruits individually; the sentiments, like vira 
(heroic) are made important; and there are three Acts in which 
in order there are three kinds of deceit in the form of a) the 
nature of objects b) fate and c) foes; there is the vidrava 
(running away) caused by these three in three types like a) the 
seizure of a terntory in a war b) fire and c) fate; there are three 
types of Srngara (love) connected with a) dharma b) artha and 
c) kama (in which) the action in the first Act should be of the 
duration of three ySmas only, the second Act should contain the 
action of duration of single ysma and the action in the third act 
should be of the duration of a halt a yama. This also should 
nave some ahgas like vithi etc. (49 to 

23. As many people assemble here it is called vyayoga. 



24. 
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[Though all the twelve heroes proceed tomaic ei^ -ur* 
pose only, they attain fruits individually. The ~er*t::^-:: r^roic 
predominates and all other sentiments like !ovest-. e sr;- c *Iy 
secondary; in the first Act there are the junctures tnikkz and 
pratimukha; in the second Act garbha and in the fin ,: ib*id Act 
the nirvahana; kapata is nothing but moha adelu,**r. It is is 
divided into three kinds in accordance with its cat; T f a kapaia 
belonging to the nature of the object b) beio^iag to the 
fate and c) belonging to the foes. The one r:*:i u caused 
by the cruel animals is the first kind, the one caused by 5re. rain 
etc., is the second kind and the one caused by war etc., u the 
third one. The vidrava running away 3 is also of tiree tjpes. The 
seizure of the towns by enemies and declaring usr s -r.. in the 
first one which is caused by the foe^; the one that is CMi>?d by 
fire etc., is the second which is attributed to fate; fi*u <h the 

one that is caused by tigers, lions and serpents etc., is the third 
which is connected wtih the nature of objects : Tir \\r ce kinds 
o r srngftra, dharma artha and kama also is tc be d- n^Itt. in 
order in these three Acts. So it is to be noted thai t*is:e are the 
three kapatas, three vidravas and three srngaras in these Acts 
respectively, i e. each Act should possess a kapata a vidrava and 
a 



8. TheVlTHl 25 : 

It is known as vfrAJ in which the angas are ES in bhana; 
the fcaWi^i vr/n' is present, the sentiment lo\e is to be celmsaied 
in entirety and the angas like udghatyaka are present. ;53-54) 

[Here as in bh5$a there is only one Act. Tliere t re only 
two junctures mukha and nirvahaita* The seotimerfs other than 
love are subordinates : There may be one or two charectets in this 
and there may or may not be the ten Iftsyanga^ A family wjman 
should not be a heroine in this, as she has to exhibit her love to 
many.] 

25. IB this type the angas exhibited are in a line as a street. So this is 
called virtl. 
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9, TheANKA: 

It goes by the name ucsrsthanka 26 in which the plot is a 
popular one; the sentiment karuna or pathos is predominent; the 
coquetry of a woman is present; there is the wordy warfare; the 
heroes are villagers; and the junctures and vfttis exist as in 
bhBna. (55) 

[According to some the plot may be either a popular one 
or an invented one.] 

10, ThelHAMRGAs 

In Ihsmrga 27 the plot is a mixed one; there are four Acts 
and three junctures; the hero and the counter hero or adversary 
are mortals and immortals by arrangement; and they both are 
brave and haughty; They being lustful wish to kidnap a celes- 
tial heroine, There is a war between them without killing and 
there is only a semblance of sentiment, in the two. 

[Hence the junctures garbha&nd vimana do not exist: The 
heroes may be mortals or immortals. The nature of the adversa- 
ries also is similar. If the hero is immortal his adversary is a 
mortal and vice versa. They both are brave and haughty. They 
both try to kidnap a celestial heroine who does not possess love 
for any one of the two. Hence the love here is only one sided 
and becomes only a semblance of sentiment sbhssarasa ] 

All this is in accordance with the Daiarupaka 

26. This may be different from the ahka connected with amukha probably 
to maintain this difference It is celled utsrsthanka by Dhaniku etc* 

27. As the hero wishes to have a heroine who is not accessible like a deer 
this is called ihamrga: 



CHAPTER IV 

RASA PRAKARA^A 
The Chapter on Sentiment 

The nature of sentiment (rasa) which is the soul of all 
composition is being defined :- 

Rasa is that abiding emotion \sthuyibhavd\ which is made 
splendid by the material or apparatus called vibhava (stimulus 
and stimulai provided by characters and excitents) anubhava 
(emotional reaction) sSttvika f natural emotion) and vyabhicaris 
(passing moods). 

[This is the general definition of rasa. This means that the 
sth&yibhsva the abiding emotion becomes rasa when it is lighted by 
the apparatus called vibhavas etc,, ie. vibhava^ anubhava., sattvU 
kabhava and vyabhicaribh&va are the apparatus of rasa, or the 
collection of material for the lighting up of rasa. 

The vibh&vas well portrayed by the poet in a composition 
are well represented by the good actors on the stage* The 
spectators who happen to be sympathetic critics or men of taste 
conceive them well when the sthayibhava in them is made splen- 
did or tasty which results in rasa. This means that the specta- 
tor is made to enter into a state of bliss. 

From this it is understood that the sthaylbhava in the form 
of rati etc., which exists in the spectators or audience attains the 
state of rasa when made palatable by means of the apparatus 
vibh&vas etc.] 

The same is said in the JDasarupaka 1 : 

"The sthQytbhava which is made enjoyable by vibhavas, 
anubhavas* sattvikabhavas and vyabhicQrins becomes rasa." 

1, The DaSarupaka : 4.1 
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[Bfaarata in bis Natyasastra says that rasa Is produced by 
the combination of vibhava, @nubhMva&n& vyabhicari bhavas 2 . 
the basis of this difference critics interpreted this in different 
ways. But amongest them four theories advanced by Bhatta 
lollata, Sri sankuka, Bhattaoayaka and Abhinavagupta are consi* 
dered important. Bhattalollata is a mlmamsaka, Sri sankuru is 
a tarkiku (logician) Bhattanlyaha is a Sankhyan and Abhinava- 
gupta is a Sahityacarja. As such they interpreted the sutra of 
Bharata in accordance with the subject of their choice. Of tnese 
four the theory advanced by Abhinavagupta is accepted by most 
of the retoricians. Vidyanatha also follows Abhinavagupta 
only. 

BHATTALOLLATA 

His theory which is known as utpatnvada is based on the 
words samyogm and nispattih found in the sutra vibliavamtbhava 
vyabhicari samyogat rasa nispattih of Bharata. According to him 
the vibhavas etc., in the sutra are the causes (hem) and the rasa 
is effect, (karya) i e. because of the combination of the vibhavas 
anubh&vas&nd vyabhicaribhavas rasa is generated* This means the 
relationship of utpadya and utpadakabh&va exists bet \vccm the 
rasa and vibhavas i,e. the vibhavas are utpadakas (generators) and 
the rasa is utpsdhya generated. Between anubhava aid rasa 
there exists the relationship of janya Janakabhavai.v. anuhha- 
vas are janakas (indicators) and rasa is janya (indicated) 
and between the vyabhicarins and rasa there exists the relation- 
ship of posya posakabhava i.e. vyabhicarins are posakas (suppor- 
ters) and rasa is posya (supported) . 

From the above analysis it can be understood that the rasa 
which is generated by the vibhavas is indicated by the anubhOvas 
and supported by the vyabhicarins For instance in the sen t imcnt 
love, the ladies etc , become the alambana vibhavas by which the 
sthayibtava (abiding emotion) of rarf (love) is generated. The 
pa.ks and the gentle breeze etc. are uddipana vibhavas by which 
the abiding emotion is excited. The glances etc., arc the 
anubhavas by which the rati (love) becomes knowledgeable and 

2 Natyafastra, VI, under verse no 31* ~~ ' 
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finally the utkantha (longing) etc. are the v>abhicanns by which 
the rati is supported. In this manner the raff or love ^hicfa is 
generated by vibhavas indicated by anubhavas and supported by 
vyabhicarins becomes the sentiment love or srnggrarasa. 

Forjhis rasa or sentiment the heroes like Rama etc. are 
the base (asrayy). It is their experience of love that Is depicted 
in the works through the power of words. As this is expressed 
by the power of words it is understood that this rasa or sentiment 
belongs to these heroes only. Because of the fact that the actor 
is imitating the hero like Rama etc , the spectators are superim- 
posing the existance of this rasa or sentiment on the actor and 
this becomes the cause of charm in the spectator, 

SRI SANKUKA 

He argues that there is the relationship of anumapya 
anumapakabhava between the vibhavas and ratibhava i e, The 
vibhavas are anumapaka? (the ground of inference) and rati is 
anumapya (inferred). The abiding emotions of rati (ratisthayi) 
or love which is thus resulted is itself the rasa or the sentiment. 
Because of the connection of the vibhavas which are the ground 
of inference or anumapakas^ there is the conclusion or result of 
the knowledge of rasa or sentiment. 

Usually, when we see a painting of a horse our experience 
is quite different from the four types of accepted experiences* 
Same is the case when we witness an actor also. Though the 
trio-vibhftva^ anubhava and vyabhicarins - is not in him a the actor 
because of his skill makes it appear in him. The faoripilation 
etc-, exhibited by him are really artificial; but they are not 
thought so. Because of these vibh&vas, it is generally supposed 
that there is the abiding emotion of love etc. (ratyadi sthayibhavm) 
in him. This inference it self becomes the charm in the form of 
a relishing. This abiding emotion which is the object of this enjoy- 
ment in the charming state is rasa. As the spectators arc already 
immersed in this charm it is thought that the rasa or sentiment 
exists in them. The inference of sthayi here is not like the usual 
inferences. The other inferences may not produce cfaarm but 
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this inference Invariably produces charm n the strength of the 
beauty of the idea becoming relishable. 

This is known as the anumUivada* 

BHATTANAYAKA 

In the opinion of Bhattaniyaka there is the relationship 
of bhojya bhojaka bh&va between vlbhavas etc., and raff etc., i.e. 
vibh&vas etc*, are bhojakas and the rasa is bhojya. On account 
of the connection between these two there is the enjoyment 
(bhukti). 

In a composition which is in th nature of words there are 
three functions I. abhidh&yakatva 2. bh&vakatva and bhojakrti 
which are also called abhidhft, bhavana> and bhojakrti* 
The abhidh& is concerned with the verbal expression, while the 
function of bhavana Is connected with rasa and the function of 
bhojakatva or bhogtkrti is connected with the men of taste* 

Bh&vakatva is otherwise known as sadharanlkarana* 
Because of this function, the vibhavas etc.. and the sth&yi are 
universalized i.e. These features do not belong to a particular 
person but become common to one and all. This, for instance 
means that Rama and SIta etc.,, giving up their particular proper*- 
ties belonging to them,, become common, and appear as ordinary 
maa and wife. This process is known as 



By means of the function of abhidha Rama and Sita appear 
before us and on account of the function of bhavakatva the 
vibh&vas etc. become common* At this stage the function of 
bhojakatva interferes when the ratyadisthayibh&va becomes enjoya- 
ble or relishable. 

In this stage of enjoyment of the sthayibhava, the qualities 
rajas and tamas disappear; while the quality sattva is intensified; 
by means of which there is the bliss and the spectator forgets 
himself. Men of taste relish this ratyadisthay* in this manner 
and this enjoyment of rati itself is known as rasanispatti. 

3. For a detailed study see. K. Krishnamoorthy : The idea of Sadhararfl- 
karana* S.V.U.O. Journal, VoL XVIII, 1975, pp 33 ff, 
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ABHINAVAGUPTA 

The theory advocated by Abhinavagupta , has been accepted 
on all hands as convincing. According to him there is the rela- 
tionship of vyangya vyanjakabh&va between rasa and vibhavas* 
Vibhavas are vyanjakas (suggestors) aod rasas are vyangyfis (sug- 
gested) and due to vibh&vas there Is the manifestation of rasa. 

For instance a lady becomes the cause ftlambanQ* The 
moon light etc., are the causes of excitement. Tears etc., are 
effects and anxiety etc., are the subordinate feelings (sahakaras)* 
The spectators who are adepts in nainute observation to under- 
stand the nature are well versed in contemplating ratfbhava, 
through these vibh&vas etc., the ratyadibhava lies imbeded in the 
minds of this type of spectators in the form of impressions. 

When he listens to a work or witnesses a play the causes 
etc., enumarnted above lose their nature of cause etc, because 
of this excitement. They then get the appellasion vibhavas aod 
no longer exist as causes Same is the case with regard to effect 
also When anubhava is associated with the effect the effectness 
is lost and the anuhhava only remains. In the same manner the 
helpers (sahakarins) come to be called sancarins. In this state 
nr> relationship is comprehended by the spectator. SIta etc., 
appear to him as ordinary women when the raty&disth&yi, being 
imbaded in him, manifests, and this manifested rati etc., alone 
becomes rasa. 

At first there is the understanding by means of the words 
used in the composition , next follws the understanding of the play 
of the vibhavas etc., when there will be the sadharanlkarana 
or C3inmooizruion which brings about the manifestation of the 
rati sic* As this srhayi which is suggested in this manner is made 
cleat by the vibhftvas etc., it becomes rasa. 

Summing up we can look upon these four theories as 
Bhattalollata feels that there is the relationship of utp&ctyotp?t>~ 
dakabhava between vlbh&vas and rasas. Sri Sankuka opines that 
there is anum3pyanuum3pakabh&va Bhat^anayaka thinks that there 
is bhojyabhojakabh&va and according to Abhinavagupta there is 
Vyangyavyanjaka, bhdva .] 
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The bhava or emotion that stands unshaken either by 
similar or dissimilar emotions till transformed into rasa is known 
as sthSylbhava or abiding emotion, 

This is said in the Da&arupaka as :- 

** Sth&ylbhava is that the form of which does not undergo 
any change either by similar or dissimilar emotions until such 
time that it is transformed into rasa 

[Sofar it is understood that the sthnylbhava developed by 
vibh&va etc., becomes rasa. Before we think of the nature of 
sthsyi, the nature of bhava is to be understood. The mental 
attitude connected with the society or the surroundings which 
go by the name culture is known as bhava. 4 

This bhava is of two varieties 1. The sannihita and 2. The 
vyavahita* The former is like a thread in a cloth i.e. the difference 
between the thread and cloth is only in the shape. Similarly the 
difference beiween sthayibhava and rasa is only in shape but 
similar in all other aspects. As such it is said that the sthSyi is 
closed to rasa, The elders also accept that the bhava which when 
well developed transforms itself into rasa is stKayt. This means 
that sthayi is very close to rasa. 

In the later case i e. the vyavahitabhava there is always the 
interval between rasa and vibhavas. These vibhavas always add 
splcnder to the rasa through the sthayibhava This means that 
the sthayibhava Is that stage of the mental attitude of the spectator 
which is very close to rasa and occupies a position jus* below the 
stage of rasa. This is unshaken by similar or dissimilar 5 emo- 
tions till it becomes rasa. 



SKS S"S* th * ple * Sl11 * and P ain e*Pri^ by Rama and 
Sita are 



The spectator or a reader who is a man of taste 

iT StateS f PleSSUre aQd pain ^stands them 
1S u 6lf **?"* Thro gh *ese experiences there arises 



5. Similar and dissimilar emotions 
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The water from the rivers flows into the ocean. After 
it voters the ocean the water of the river also become saltish Le; 
the property of the ocean is given to the water of the rivers* In 
the same manner the sthaylbh&va also takes all other similar or 
dissimilar bhavas or emotions into it and imparts its own property 
to the in. This becomes sthayi only when it remains till the end.] 

RASA 

The varieties of rasa : 

$mgara, hasya. karuna, raudra, vira, bhay$naka, bhihhatsa, 
adbhuta and anta are the rasas enumerated by the ancients (1) 
The sthayins of these are : 

Rati, h<&sa 3 oka 9 krodha^ utsaha, bh&ya, jugupsa^ vismaya 
and sama are the nine sthSyibhavas respectively. (2) 

[Rhetoricians differ with regard to the number of rasas, 
Blaoja 6 feels the srngara (love) alone is the rasa and to call 
others like vira etc , rasas is only a myth. According to others 7 
adbhuta alone is the rasa. In the view of some other bhakti alone 
is rasa. More than this some others opine that there are only four 
rasas and they are srngara; vira raudra and bhlbhana. $8nta is 
the only rasa from the stand point of some others and it is to be 
included as the niaeth rasa though according to the NfifyadSstra 

(ContcL FN~ 5) 

known as similar emotions, and if not they are dissimilar. For example 
the emotions connected with bfftbhatsa rasa and rati are dissimilar i.e. 
they do not go hand in hand. 

Nara vShanadatta is in deep love with madanamanjusa. He is also 
in love with other girls* Even then his love for Madanamanjusa is 
not deterred. Here the emotion of love is similar in all the cases, So 
they are similar emotions* 

Madhava perambulats in a burial ground under the impression 
that he cannot attain MalatI whom he loved so intensely. There he 
encounters scenes connected with bhibhatsa rasa. Inspite of it his 
love for her is not deterred* This is a case of dissimilar emotions. 

6* The author of the srngaraprakaia* 
1. NQrayana Pandita. 
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the rasas are only eight, 8 Some other critics include vStsalya 
and bhakti also in the list of rasas to make it eleven Jf sneha 
also is included it becomes twelve Instead of enumerating the 
rasas like this it is better to say, according to some, that all those 
which are capable of giving pleasure may be called rasas and as 
such it can be said that rasas are numerous ananta vai 



Some observe an order in the enumeration of the rasas. 
But others feel that in the state of bliss there is no difference 
and all am same as such there need not be any order* 

The differences are nine ia accordance with the differences 
among the qualities sattva, rajas and tamas. In the same manner 
the differences ate nine in the states of j&grat s svapna and 
sumpta, There is connection between the states, sattvika sQttvika* 
sattvikarajasa and sattivika t&masa etc.; and rasas as such there is 
justification in enumerating them in a particular order* So ssnta* 
srngara, karw$a> hSvya, adbhuta, bha\&naka, vira bhibhatsa and 
raudra is the order suitable to those who advocate the theory of 
the qualities of sattva, rajas and tamas. 

There is a particular order given in the present text. 
Among dharma, artha, kama and moksa, srngara is pleasant and 
easily attainable by all living beings. As such it is proper to 
mention srhgara first and h&sya which emanates from sfiig&ra 
comes next* Then follows its enemy karuna ar\d raudra its cause. 
Then comes vira in which dharma is important and the 
bhayanaka which is connected with vira- Then enters bhibhatsa 
and adbhuta which are the results of vira. Finally cornes in moksa 
for which $&nta is essential. So santa comes at the end. This is 
meant by Abhinavagupta and others who enumerated them in 
the order given in the present text, and based on this order only 
the stb&yins also are enumerated I) Vibhava ; (Stimulus and 
stirnulai provided by character and exci tents). It is said that 
vibhMva is the cause of generating rasa and is spoken of as two 
kinds. 



8. Naty&a$tra: VI. 15 
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1* A lamb ana and 2. Uddlpana : (3) 

The alambana vibh&va is the samav&yik&rana for rasa and 
all others become uddlpana vibhSvas* This (uddipana vibhava) is 
of four types. It is said in the Srngnratilaka: 

"Vsbhava, anubhava, sattvikabh&va and samc&rabhava are 

the four that are considered as accessories to rasa** 9 

\VibhSva is explained in two ways i.e, vise$eita bh&vyatt iti 
vlbhnvdh i e. that which is considered prominently and visesena 
bhavyati iti vibhavah, i.e. that which makes us consider (the 
sthayln) prominently* This vibh&va is usually the cause of gene- 
rating the rasa in its ordinary sense 9 and is of two types as 
alambana and uddipana. The &lambana vibhava is the samavayi- 
k&rana 1 for rasa i.e. there exists intimate union between the$e 
two and as such in the absence of one, the other cannot exist, 
It becomes alambana on which rasa depends. For example the 
hero and heroine become ztlambanas mutually. The remaining 
causes become uddipana vibh&vasj\ 

" Alambana guna> taccesias (gestures connected with it) 
tadalankrti (its decoration) and tatastha (neutral) are the four 
types in the order of Uddlpana** 

**Form youth etc., are said to be slambanagunas, the 
coquettish gestures arising from youth are said to be tacce^m^ 
(gestures connected with form and youth)**. 

fi< The anklets, bracelets (worn on the body) and the neek- 
laces are said to be its decoration and the Malaya breeze, moon 
etc, ? are considered tatasthas (neutrals) taccestas. 

2. Anubhava :*~ {emotional reaction) : 

The gestures like the glances etc-, generated in the body 
as effects become anubhavas. 

9. Because there is no genesis and destruction for the rasa in its final 
stage* 

10* Mud becomes samavayi k&rana for the pot and the thread for the 
cloth* 



661 
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[The term anubhava is also explained in two ways as 
*&nubhavyate itl anubhavah i.e., that which follows the abiding 
emotion and as anubhavayatiti anubhSvah Le* that which makes 
the sthayi enjoyable. The bodily gestures like the glances, throb- 
ing of the shoulders, and slow gait etc 5 are the examples]. 

3. Sattvlkas :- (outward indications of feelings or emotions) 2 

To tune the mind in a line with the pain and pleasure 
pertaining to others is sattva. That which generates from it are 
known as sattvikas* 

[Sattvikas also are like the glances etr., which indicate the 
emotion. So it can be understood that there is love etc., in th 
persons if these emotions are noticed. These feelings an 
anubhavas only i.e the feelings that follow the vibhavas. But the 
teason in enumerating them separately is that they arise fronc 
sattva. The mind must be co-operative in thinking of the pai:c 
and pleasure of others which is known as sattva. Because this 
sattva is the cause for these feelings they are called smtvikas 
Though they are anubh&vas as they belong to sattva they are to be 
separately enumerated.] 

I . stambha (Immobility) 2. pralaya (loss of consciousness 
3. mmfinca (Haripilation) 4 sveda (Perspiration) 5. vaivarnyt 
(Change of complexion) 6. vepathu (Tremor) 7. asm (Tears), an<3 
8. vaisvarya (Choeked voice) - are the eight sattvikas enume* 
rated. 11 /4^ 

The VyabhtcSrins : 

1. nirveda (dispondency or self-humilaition), 2. glsn 
(fatigue of debility), 3 sanka (doubt), 4. asuya (jealousy) 
5. mada (lasciviousnes) , 6, srama (exertion), 7. zlasya (want oi 
energy), 8. dainya (miserable state), 9. cints (anxiety) 10. moht 
(swoon), 11. smrti (recollection), 12. dhfti (satisfaction) 
13. vrida (bashfulness), 14. capalats (unsteadyness), 15. har*t 
(delight), 16. avega (agitation), 17. jadata (dumbness), 18, #arv< 
(pride), 19. visMa (affliction), 20. autsukya (desire or zeal) 

11. These eight feelings though generate in the mind are physically 
Pated on the body t *' 
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21 nidra (sleep), 22. apasmara (epilepsy), 23. supti (drowzloess), 
24. vibodha (becoming conscious), 25. amarsa (anger), 26. avaMttha 
(concealment of inward feeling), 27. ugrata (ferociousness), 
28. matt (sense), 29. vyadhi (sickness) , 30. unmada (madness) 
3L maraipa (death), 32, trOsa (fear) and 33, vitarka (guest) 
are the 33 vyabhicSribhavas (which are) the helpers of rota. 

(5 to 8) 

[These vyabhfcarins 12 are also called saocarins They help 
realization of rasa. They are like billows in a ocean which 
shoot up and fall down creating charm in the ocean. They finally 
merge in the ocean itself. In the same manner these vyabhicSrins 
create charm to the sthayt, help realization of the rasa develop. 
ing sthayi and finally merge in rasa.~\ 

This is also said in the KSvyaprakSsa : 

"The feelings which become the causes, effects and helpers,, 
to the feeling ratt etc; which is fit to become sthayin in our 
experience, are said as vibhztvas, anubhSvas and vyabhicaribhavas 
in a drama and poetry."- 

la our experience it is noticed (in the sentimen't love) that 
the hero and heroine are the causes; the glances and throbing of 
shoulders etc; are effects, and the despondency (nirveda) etc., 
are the helpers. They are technically called vibhava, anubhava 
and vyabhicSrins in dramas and poetry, 

[Those which are considered vibhavas in a particular case 
may become anubhavas in another case and sancarim in some 
other case and vice-verse. But in a particular given case they 
act as vibhtlva, anubhava and sancarins only without deviating 
from their positions.] 

In the case of the sentiments like love, heroic, terrific and 
marvellous etc., there will be the full development (of sentiment 
or rasa) as they are connected with the heroes (heroines also) of 
exceptional merit. That is (the reason) why in the case of the 
sentiment love it is called semblance (abhasa) if love is depicted 
with regard to an outcaste, This is said* 

12, Mammata, kOvya praka&a* 4*27* 
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"The rasabhasa is said to be of three types 1) if love is 
only one sided, 2) if it Is depicted in connection with animals 
and lowcaste people and 3) if a woman loves many men. 

[The episode of Ravana can be instanced as an example 
of the first type* It is only Ravana that was having love for SIta 
but SIta did not love RIvana. So this is only one sided love 
i.e. partial but not mutual. 

It does not mean that love must arise simultaneously in 
both the hero and heroine. There may be some interval as in 
the case of Ratnavall and Vatsarija. Ratnlvall loved Vatsarlja 
in the beginning but he loved after some time; and their love 

was developed by the vibh&vas etc. 

As sensitiveness is not observed in the animals, birds etc., 
the love depicted there becomes only a semblance. Same is the 
case with regard to low-caste people. 

As it is not possible for a woman to love may men equally 
the love depicted in this manner also becomes only a semblance 
as it cannot be developed well with the help of the vibhavBdis 
etc* s What all is found there is only a superimposition of love 
and nothmg more. 



The vyabhicarihhavas depending on their rising, cessation, 
co-existanee; and supression are of four kinds. This is said in 
the Dasarupaka ;- 

"The cessation, rising, co*existance and likewise suppres* 
sion" Thus. 

[If the rising of the vyabhicarins is depicted it is called 
bhQvodaya* If cessation is described it is bhavaianti. If the enemi. 
cal ideas connected with two enemical sentiments are described 
as existing in one place it is bhavasandhii if the succeeding 

suppressess the pressing bhSva it is 
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STHAYI BHAVAS 

The definitions and examples of the sthayibhavas like rati 
etc., 

The following is in order: 
1. Rati: 

The desire parexcellance for a union in man and woman is 
rati. 

(The natural desire for men or women who are in youth 
to enjoy pleasure by coming into contact with one another if 
known as rati}. 

as 

Let there be the cupid who is the embodiment of the only 
sentiment love : let there be the moon who is the (sprinkling 
base) seat of the pleasure of the world and let there be Vasanta 
the main abode of the coquetish gestures. There may b|e 
many others (great people) who possess propitiated sights* 
What speciality is derived from them ? The lord of the Kakatis, 
the cupid is my husband. (9) 



[Here the love of a woman for Prataparudra is clear. 
desperises even the cupid moon and Vasanta and her satisfaction 
in connection with her desire or rati also is observed,] 

2. Hasa : 

The feeling (of the mind) that arises from the sight of the 
deformed objects etc; is hasa. 

[On looking at a deformed perspn or misplaced ornaments 
on the body or a person in an unexpected dress, or listening to 
incohcrant speech or jokelar conversation, the mental state 
undergoes a certain change and this is called hasa. Here tears 
etc., axe anubh&vas an4 *sfaep, figure ptp. are helpers; This is 
oftbjfte types depending on ithe nature ,of people as uttamp, 
madhyama and &&homa+ JEpch of these three is again divided 
two - w&tta ftud hqgita aye for Mttomas 9 vihusita and 
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are for madhyamas and apahasita and atihasit are for adhamas* 

There are other divisions also like svagata and paragata ] 

ai 

The mischievous paramours having observed the kings 
roaming about in the city of the Kakati lord in the nights, in 
disguise in the dress of ladies, wearing wigs with collyrium in the 
eyes and artificial breasts, (and after) removing their white 
garments, handling their breasts aod touching the knots of the 
sarees (then) (they) are leaving them stating that it is difficult 
(useless), with the sounds hi, hi. (10) 

[The enemy kings who were conqured by the king Pr atapa- 
rudra were imprisoned in the capital. These kings having 
escaped from the prisons are roaming about the city in the nights 
in the guise of ladies, to bolt away to their own capitals. But 
as they were in the make up of ladies mischievous paramours 
who generally wait in the streets at nights caught hold of them 
and began removing their sarees handle breasts and trying the 
knot of the saree. At this stage they found out that they are all 
artificial and they were oot women and hence leaving them f 
laughing in mockery, Here the unusual make-tip of the kings is 
the cause of the length of the paramours], 

3, oka: (Grief) 

The sorrow generated in ones own self on account of the 
separation of beloved ones etc , is grief. 

[Here by the word adi the separation from the beloved 
people; attainment of undesired objects; loss of wealth and house 
etc., are to be considered.] 

as 

Oh Creator ! You are cruel; Why are you training us this 
body-state fit for wild woods? What happened to those houses 
having all sorts of amraitiet ? This desert (Where there is no 
water) is made (for us) Ah lords I you in the fire of anger of the 
kmg Prataparudra. While the women of enemies were weeping 
thus, the entire area was filled with water (by their tears) (1 1) 
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[In this verse the loss of the beloved Is instanced. When 
the enemy kings were killed in the battle their women ran into 
the forests* They being unable to adopt themselves to the forest 
life, were censuring the fate who made them savages. 

Here the women of the enemy kings are the alambana vibha* 
vas for the soka or grief, which is caused by the death of their 
husbands and loss of kingdom. They are crying beating the 
breasts etc., in this state are anubh<$v$s The dainya, mafia, cint& 
and visada etc , are sanc&rinsJ\ 

4. Krodha : (Anger) 

The inflammation of mind on account of the insults heaped 
up by enemies is krodha or anger. 

[The insult may be by enemies, servants or opponents. 
This krodha is of three types L krodha^ 2 kopa and ?. roa; 

Krodha is connected with the cruel animals. As soon as 
these animals are killed this vanishes. Kopa is connected with 
valour. This disappears with the requests of others etc. 3 and 
rasa is usually connected with men and women. This remains 
until mutual belief is established.] 

as 

Oh, Sevana ! whence do you get this great and unprece 
dented pride? Probably because of this (pride) this river Gau- 
tami (godavari) is crossed; you have fallen in the mouth of death. 
Did you not hear this seven syllabled (chant) mantra the Kakati- 
vira rudra which drives away the devils in the form of rising 
enemy kings. (12) 

[Here the harsh intonation and the sounds of teeth etc* 
are the anubh&vas}* 

5* UtsSha : (perseverance) 

A determind effort in extraordinary acts is perseverance. 

[Proceeding with a firm determination and self confidence 
to achieve the desired ends is known as uts&ha. This may be 
natural or imposed*] 
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as 

"Let the oceans get agitated all around as ia delusion, 
with the idea of conquering all the three words and let the moun- 
tains get ready to rain the huge rocks everywhere. We are 
.capable of obstructing it What credit is there for us in vanqui- 
shing the mean kings ? Thus the soldiers of the Kakati lord are 
roaring in the battle. (13) 

[In this verse the utsaha of the soldiers is only in connec- 
tion with the conquering of the enemy kings. Their self confi- 
dence is observed in their utterences that they can abstract even 
acts of delusion and these enemies arc too small for them ] 

5 Bhaya : (fear) 

To doubt untoward results on noticing ferocious objects 
la fear. 

[When a ferocious objeet is noticed or a sound is heard 5 
there is agitation created in mind* This is called bhaya or fear.] 

as 

The enemy kings having heard the sounds of the war 
drums beaten at the starting of the machinary for the battle to 
conquer (others) of Virarudra whose valour is well known in the 
universe,, at a distance, became terribly sick. When they were 
entering the thick forests, after climbing the mountains being 
pulled by the thorns caught ia their hair are imploring the trees 
under the impression that they are the rival kings as "please 
protect and release** (14) 

[Here the agitated condition of the enemy is observed in 
their requests to the trees which are mistaken to be the rival 
kings. The pulling by the throns is uddlpana for the fear of the 
kings. Their pitiable requests are anubhBvas and the bhayanaka 
is the sthayin*] 

7. JugupsM: (Disgust) 

To be sorry on noticing the noxious qualities of objects is 
jugups (disgust) : 

[This may happen even when they are listened] 
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as 

The battle fields created by Virarudra are causing fear in 
the kings, with the easy wanderings obtained (by jackals) on the 
rows of the bodies of elephants that swelled up after falling 
down in the great mud of the brains scattered all around where 
.there are the streams of flowing fat, the marrow of the bones 
and blood in abundance; where the side land is made uneven by 
the heaps of bones and where there is the emittance of the fotd 
smell. (15) 

[In this situation spiting etc , are the anubhavas and fear 
etc., are helpers. This is of two kinds depending on the nature 
of vibhavas 1) k$obha and 2) udvega : There will be ksobha on 
looking at blood marrow etc., and udvega on seeing insects, 
marrow of the bones etc. 3 ] 

9 Vismaya: (wonder or admiration) 

The diffuseness of the mind caused by the sight of the 
extraordinary objects is vismaya or admiration. 

[Wonder is generated because of the idea that the 
objects perceived could not be immediately comprehended as 
belonging to our experieoces in routine. This wonder is 
cause of the sentiment adbhuta*] 



That great height (physical and moral) is different. This 
great depth also is different. The paths of glory and valour ai;e 
extraordinary. The fame of arms is distinct or some thing othqr, 
Every thing belonging to the king Rudra is new, I don't under- 
stand how much and what type of material was used by the foiiir 
faced one (Brahma) in cre#ti#g him. 



[Here the admiration for the qualities of Prataparudra 
is evident.] 

P. Samai (Tranquility) 

The state of mind free from excitement resulted from the 
absence of worldly desires is ama or tranquility. 
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[This happens in the company of the wise or by the grace 
of God. In this state there won't be any desire for any -worldly 

pleasure.] 
as 

When the best of the Andhra Kings (Vlrarudra) is bearing 
the earth (burden of the Universe) what is it that is obtained by 
the four faced one (Brahma) by acquiring long life? and what is 
it that is performed by Indra after accruing riches that are not 
within the reach of others ? Thus the fortunate people are not 
knowing either the inward or outward calamities. (17) 

[Brahman^ the creater is famous for longivity while Indra 
is famous for his wealth and pleasures. These two are not at all 
cared for or considered by these fortunate people living under 
the rule of Prataparuda, as there is no speciality about them, 
They were always to be on their guard. But those fortunate 
people enjoying the reign of Prataparudra were not having cares 
and anxieties. They had nothing to aspire for. As such they 
enjoyed peace and tranquility when they never had internal 
calamities. In this state of tranquility they did not have any 
exteinal calamities also. So this is sama or tranquility. 

&3nta can be treated as an independent sentiment like 
love etc. This is accepted by Bharata and it has got all other 
paraphernalia required for its development as in the case of 
others. This is natural and iama is said to be its sthlyms. 
Bharata while enumerating the sancaribhavas placed nirveda at 
its top. From this it is to be deduced that iunta, as incsipendent 
rasa, is acceptable to Bharata. He also enumerated its bhavas 
and vlbhava* and all the important writers on rhetoric follow 
Bharata in this regard. This is the exclusive property of those 
who do not aspire for anything in this world and who are not 
affected by pain and pleasure. Santa exists where all types of 
ego disappear. This is accepted by ancients as essential for the 

11TT/ T. ? * Whkh 1S the f urth wn&rtha. The sama 
can be obtained through mudUa maltri kamna and upeksa. 

THE BHAVAS 
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* 

such at first the author enumerates them in connection with the 
sentiment love.] 

/. Vibhava (Stimulus) 

i) The alambana vibhava of love : 

The highest-limit of the artistic skill of the creator; A 
surity of love; the market for the coqoetic spcrts; the high way 
of cupid and the highest deity of the women. Why enumerate 
other qualities? The kind Virarudra the cupid of cupid is her 
beloved. (18) 

[Here the youthful girl is the alambana vibhava.] 

ii) Uddipana vibhava : (Excitant) 

The youthfulness of that faun-eyed girl with its simple 
elevation on the chest, is agitating these three worlds with fresh 
coquetry* What would happen if it (youtbfulness becomes full 
with the development of the breast ? What to say next? Every. 
thing is conquered by the flower arrowed one (cupid). (19) 

[Her fresh youth itself is so attractive. If it were to be 
the case, how much attractive would she be when all her limbs 
are fully developed. In this verse the slightly elevated chest 
is the uddtpanavibava.] 

2, Anubhava: (Emotional reaction) 



The beautiful eyed girl is showering her glances all around 
the king Rudra, which are blooming with cupid; which are lovely 
with their agreeableness on account of pleasant and gentle 
smiles; which are slightly frigid with modesty; which are nouri- 
shed by the billows of the sentiment of love; which have many 
branches and which create thousands of cupids. (20) 

[Hero the speciality of the glances have their secret impact 
and they are the results or the reactions of emotion.] 

S&TTVIKAS 

Their definitions and examples; (external only) 
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A Stambha; 

Possessing inactive limbs as a result of fear, Iove 3 etc., 

[This may happen due to sorrow and wonder also], 

n C 

ttu """" 

The women of the Kikati-city (Warangal) observing the 
king cupid, stood with their motionless or steady limbs as if 
chiseled by the arrows of cupid. (21) 

[It is here described as if they do not possess conscious- 
ness, though they are fully conscious, as there is no action ia 
their limbs* 

2. fralaya : 

The stuper produced deeply on the limbs on account of 
emotions like pleasure and sorrow etc., is pmlaya* 

as 

Friend ! this moon, the king VIrarudra has conquered the 
essence of the form of cupid, on seeing whom the entire limbs 
are over powered by stupor. (22) 

[This shows that there is no activity of the limbs when 
Prataparudra was beheld. This is pralaya*] 

3. Romanca ; ) 

, r , I (horipilation and shiver) 

4. Kampa: ) 

The change of state in hair caused by the excess of pleasure 
etc., (fear, wonder etc,) is (horipilation) romanca. (hence the 
hair stands erect on the body) and 

The ttembling of the body on account of love, wr&th 
(anger) fear etc,, is vepadhu or kampa. 

as 

The bride whose limbs are emacitedinseparat}oB,quivered 
on being embraced by the husband. She is pushing out the 
arrows of cupid laying inside under the pretext of horipila- 
tion. (23) 

[Here the kampa and romSnca are clear]. 
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4. Sveda : 



The oozing of water from the body because of sex-heat 
and fetigue etc., is sveda. 

as 

The beautiful-eyed girl, listening to the pleasant message 
of the beloved, the Kakati-lord perspired all over the body as if 
she were invested (coronated) in the kingdom of cupid. (24) 

[The perspiration here Is due to love,] 

5. Vaivarqya : 

The change in colour (of the face etc.,) due t despair or 
languor, passion and anger etc., is vivarnata or vaivarnya* 

as 

Oh king ! the limbs of that youthful girl (black girl) who 
is constantly receiving (mentally) your qualities which are white 
like the moon have now become white- (25) 

[Here the word sy&m9 used in tbd verse me&ns both the 
youthful girl and the black girl. She is ceaselessly chanting 
in her mind the white qualities of the king. As sueh there is 
change in the colour of her body i e. though she is black in 
colour originally she became white. Again this can be inter- 
preted in another way also. She is in her youth and is in deep 
love with the kifig. But she is in separation. Due to this languid 
condition she became pale all over the body. So there is change 
in the colour of her body. This is vaivarttya*] 

7. Asm : 

The water generated in the eyes due to sorrow, anger and 
rapture ii asm. 

as 

The tears of the wife erf P&ifdya are flowing like a river as 
it were (going) in search of the pSndya who fell in ocean due to 
fear of tbe king Viranidr, (26) 
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[This means that when the king Pandya died in ocean I 
wife was heavily weeping. Am is clear here.] 

S* Vaikvarya : 

The shivering in voice caused by excessive passion is call 
vaisvarya* 

[This may be due to joy, sorrow, fear and fever etc.,] 

as 

It is only the cupid that knows the meaning of the utte 
ances of the bride murmured in broken syllables, with t] 
beloved in solitude. (2 

[She is enjoying sex with her husband in a lonely place, ] 
her excitement she was incoherntly uttering something to h 
husband. As those utterences were merged in the sounds pr 
duced at the time of sex they were not audible. This is becaui 
of the vaisvarya caused by excessive passion. 

VYABHIC&RI BHAVAS 

Next the definitions of vyabhicari bhavas like nirveda etc 
and their illustractions : 

1. Nirveda ; 

The idea of futility arising from sarrow jealousy, and tl 
teachings of philosophy, is nirveda; and there are anxiety, teai 
sighs and melancholy. 

[The above are the anubhavas of nirveda. This nirveda ca 
be considered as a limb or accessary emotion bhavanga or a 
anubh9vsnga an accessory of emotional reaction, or rasanga - a 
accessory of rasa or sentiment; or even as an independent, Th 
ordinary form of it is as 

Oh friend! Enough of campher; what use is of musk 
Let sandle be there. Get me Prataparudra also who is cool wit 
qualities and fragrant with fame. 
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[Here the pangs of separation from the beloved are clear. 
because of that separation. She is not interested in camphor, 
sandle and musk, which are said to be cool by nature. This 
indifference in those articles is nirveda. 

2. Glani; 

The deterioration in strength (is glani) is the cause of 
change of complexion and dislike* 

[Because of hunger, thirst and sex there may be loss of 
strength and the effect of this loss is change in complexion dis- 
like or distaste; emaciation and not in a position to speak 
distinctly*] 

as - 

The Earth bears all the three worlds. The arm of Pratapa- 
rudra bears that Earth; Bearing him in (with) my heart (or on 
my chest) as an adventurous one, I become week limbed. (29) 

[This is the uttterance of a lady who completed coition 
with Prataparudra. She is completely exhausted and became 
weak. So it is to be noticed here that the cause of her weak- 
ness is sex and this is an instance of giant.} 

3. Sanka : 

To thinking of an unwanted result for which anger is the 
cause is sanka. 

as 

I made friends with the beloved in my heart so that others 
may not know it what? Am I exhibiting it to the public with 
my horipilations all over the body? (30) 

[Here though the girl wanted to keep her friendship with 
her beloved as secret, it is being made public through her faon- 
pilation* As such she is afraid that others may come to know 
of her secret love and suspect some untowardness This is 
ianka]* 
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4. Asuya t 

Intolerance in the prosperity of others is said as asuya. 

[This is caused by pride etc.,] 
as 

Is the Earth greater than I by birth and form? If Pratapa- 
rudra is honouring her much it is her fortune. (31) 

[This is uttered by the beloved of Prataparudra with her 
friend, In this verse the jealousy of this lady in Earth is evident. 
She is not able to tolerate the prosperity of Earth in the form of 
love of Prataparudra, So this is asuya.] 

5. Mada : 

The admixture of infactuation and delight or happiness 
caused by liquor etc., is mada. 

as 

Behold this youthful lady lost herself in the intoxication 
of the thought of her beloved. She with her reddish eyes, speaks 
incoherently and laughs aloud. (32) 

[The eyes of the intoxicated become reddish and they 
speak in an in-coherent manner. This is mada* 

In the present instance it can be noticed that she became 
intoxicated with the thoughts of her beloved i.e, her love itself 
became an intoxicant. As such her eyes became red i.e. they 
indicate her passion for him.] 

6 . Srama : 

Lassitude resulted from journey (walking) or sex etc., is 
srama and by this there will be profuse perspiration. 

as 

Oh Beauty I Why d0 you experience fetigue of going and 
coming while your beloved himself is arriving. You are troubling 
yourself. Your talcum disappeared due to sweat 
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[Her the fatigue of the heroine who is desirous of sex in 
made evident by her impatient waiting. This is 



?. Alasya : 

Sluggishness in the expected duties is fitasya or indolence. 

[This happens when the mind is fixed on some other 
object.] 

it c - _______ 

4*0 

Brush aside the question of house-bold duties of this 

fawn-eyed girl; there is slothfolness even in her services related 

to her body. What remains to be performed in the presence of 

her lover will be surely compelled (to be performed) by cupid 

(himself). (34) 

[Here her laziness i$ clear,] 

8. Dainya : 

Meekness resulted from forsaking spirits (satim) is dainya* 
There will be niggardliness due to this (in behaviour and speech 
tc.) 

AS 

The friends who went to fetch the king are delaying* 

Cupid ! I salute thee; Inttreet moon to delay & little more, (35) 

[The moon light is tormenting her. So she is imploring 
cupid to see that the moon does not appear for some more time. 
Tfais shows that she gave up her pride and submitted herself to 
the events, So her request in a meek manner is an instance of 
dainya*] 

9. Cinm: 

The anxiety due to non arrival of a desirable person on 
i;the appointed time is cintg, which creates absent mindedness 
misery, 



661 10 
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as 

Though the elders are close at band she doss not see them 
nor does she speak even when questioned. She is only searching 
a way for her heart which is attached to her lover. (36) 

[This verse reveals her anxiety when her lover did not turn 
up at the appointed time. Absent mindedness etc., in the first 
half and her contemplation on the lover in the second half can 

be noticed its the verse}. 

10. Mohah : 

The faiating caused by the flurry of fear, sorrow, and eon*- 
tintiom contemplation is Moha. 

as 

That delicate limbed girl having some how spent the leng* 
thy day, decorating herself in a new fashion, (after evctiing) 
and having sent messengers swcond, with her body tormented all 
over by the lengthy moon rays when the lord of her heart cfela* 
Fed. (3?) 

//. Smrtih : 

The fcaowiedge connected with the affairs experienced on 
previous occasion*! is smrti. 
as 



* ^ ! m UDt Of P cnance should have been earned by 

Earth that is dwelling in the arm of Prataparudra ? Because my 
body , a ^ experiencing all pervasive happiness of hard cemt 
though touched once by him. ,! 



ttant 0? T^ that thC Etrth Wbl " Ch is ex P e ""cing his con- 
ttnt touch u enjoying more and more happiness. Again it is 
noticed here that the heroine is recollecting her ha^pincis of thl 

occLo" ThU 



12. 
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Oh heart ! when the king Yirarwdra the ablest (to bear) in 
the three worlds happens to be your husband you are fulfilled In 
your efforts and you feel that this entire universe is worthless* 
It is doubly correct. (39) 

[After she attained her desired object Prataparudra as her 
husband, she feels the worthlessne&s of every thing in this world 
i.e. she has no taste for the world. This shows the freedom of 
her mind from attachment to objects* So this is dhfti or indiffe- 
rence.] 



The humbleness in the mind caused by love etc , is 
modesty. 

[This may a1o happen when any one extold ar due to 
the extinction of customs and prestige of the family eta,] 

as 

The eyes of the women of the Andhra city (Warrangal) 
who were very eager to see him, were encompassed by their 
lashes because of their desires when the king Rudra observed 
them. (40) 

[Though VIramdra observed them with compassion they 
became modest on account of their love for him. This is vrtda*"] 



Capalata : 

The ficklemindedsess caused by love, hatred etc. is capa<~ 



lam. 



The girl, on looking at the king Rudra possessed the eyes 
that became unsteady* She possessed amorous smile, was hold- 
ing the pearl necklace in her hand and was touching the lotus in 
the car, 

[En this vers<s there are few actions performed by the girL 
She was completely unsteady and could not concentrate on any 
thing. Hence this i$ ficldemindedness,] 
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1J. Ears a : 

Complacency of the mind due to joy is har^a which e&uset 
sweat, tears and tremor* 

[The joy tinay be due to the arrival of the husband or tht 
birth of a child etc.] 

as 

Oh breasts ! what penance was performed by you prt 
viously in the ponds under the pretext of lotm buds? All that 
bore fruit BOW. You are blessed. Because, this lotus garland 
given to you by the lord of the Kakati-farnily possessed the 
tedoubled fragraoce due to the musk of his chest (42) 

[The happiness of the women who received a lotus garland 
from Pratipamdra is noticeble here.] 

16 * Ivega : 

The alaram of the Blind caused by obtaining the desired 
0r undesired objects is Svega. 

This nay be due to loss of kingdom etc.] 

as 

Having heard the drum-beat made at the starting of the 
pleasure walk, the women of city suddenly possessing fresh 
enthusiasm to see the king Kakativlrarudra ; are climbing up to 
peaks on the roofs of the golden mansions, with half finished 
decoration and misplaced ornaments at every step. (43) 

[The alaram of the women caused hy the anxiety to see 
Prataparudra is clear in this verse,] 

17. Jadat& : 

The fnjidity caused by obtaining either the desired or 
undesired objects is jadatft i e the dullness of intellect. 

[The mind gets stupified by unexpected events* Nothing 

. strikes to the mind in this state- This is the dullness of intellect 

or ' 
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When the roa-g naBimcms kiBg Rmdra, who the 

fame of freely conquering the cupid with the lustre of hit 
some body, arrived at the house, the bride (girl) in the presence 
of her friends, was neither able to serve him nor abstain from if f 
due to intermixture of joy and modesty. (44) 

[The bride though eager to serve her husband comes 

to her, could not do so, as she was overpowered fc>y modesty in 
the presence of her friends. When these two feelings i.e. feeling 
of serving Mm and the feeling of bashftilness mixed together, 
being unable to decide as to what to do she became aon-plnsed. 
This state is known as jadata>1 

18* Garvafy : 

Self boasting, caused by strength etc~ s in dis* 

regarding others, is garva or pride, 

[This may be due to strength (Physical or mental), 
, noble birth, beauty, or knowledge etc.] 

What? even for, us a stipulation to take up arms? What 
f enemity is there for us with wretched worm-lite nvI 



tvoe of enemity is there or us 
S&? A..i*n.) the soldiers 



..n 

.treaglh of the ferocious arms in arro fi ance, of the Kakati-lord 
a conquer, are spotting in the battle field. < 45 > 

[Here the pride of the soldiers is noticeable.] 



f . 
The depression of the mind due to the absence of solu- 

tions (for a problem) is 



IBll , is B nds,oo or s ^ on is f OOT .t.g.. over 
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IS ? 

Friend ! My mind, giving me an assurance to fetch my 
lover, having unnecesserily left me got attached to my lover. 
The eupid, leaving me docs not go any where. What is to be 
done ? (46) 

[Here her depressed mood in the non-arrival of her lover 

is evident.] 

20. Autsukyam ; 

Intolerance of delay (time) is autsukya which causes 
agony, hastiness etc, 

[Sigbs and sleep also may be included in this,] 

The women of the Andhra city who are in haste having 
decorated thtir bodies, are tolerating the delay in the arrival of 
the king Rudra with difficulty. (47) 

[The expression prcchrena sahate shows that they are 
unable to tolerate the delay. This is autsukya.] 

3L Nidra: 

The closing of consciousness is nidr3; 

[The mind is not in contact with the objects of the world 
outside*] 

as 

See! The bride, trying to embrace her husband seen in a 
dream, is stretch' ng her hands in air (void) with eyes closed due 
to modesty* 



[Here her attempt to embrace her husband who is not real 
is noticed. This indicates her everlasting contemplation on him. 
As this is not in tae conscious itate this is nidra.] 

22* Apasmarah : 

The agitation due to delusion and sorrow etc., which 
causes the torture of the body is apasmara. 
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as 



Tbe enemies, having seem the Kakati-lord with enraged 
face in a dream, and having got up In agitation are running with 
incomplete utterences for protection (instead of the word raksata, 
they are uttering raksa, rak$a only). They are rolling on the 
ground in the forests and are also cabling their relatives though 
near at hand, as if they are far away by (disjointed names or) 
confusing names. (49) 

[Here the agitation of the foes, is noticed as caused by 
fear and delusion.] 

23. Suptih: 

The undisturbed or abundance in sleep is suptf. 

fc C 

Cw*9 

When the Kakatt-lord has taken op the protection of tht 
Universe, the milk-ocean though prospered by the moon light of 
his (Prataparudra*s) fame, is not disturbing the slumber of 
MurSri (Visnu) who became unconcerned. (50) 

[The billows of the ocean increase in the moon-light, 
which appears rough. Even in this stage Vi$u was unperturbed 
i.e. he had full confidence in the capacities of Prataparudra who 
can put down any rough atmosphere,] 

24. Vibodhal} ; 

The regaining of consciousness is vibodha, which causti 
yawning and rubbing of the eyes. 

*$ 

When Prataparudra the crown-gem of the kings, and the 
puaisher of the foes is protecting the earth, the prosperity of 
the people started shooting up vigorously a!l around. (51) 

[The words vijfinbham9if&1} and unmi^anti are suggestive of 
the idea that the prosperity of the people was not clearly visible 
before the advent of Pratiparudra and it began rising in his 
period just as the lotuses which are usually closed during nights 
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open themselves at the advent of sun when tbt lake looks pros* 
perous. This is vibodha*] 



25, 

Abltzing of the mind to.wards those wh0 wronged is known 



as 

[This may be an insult caused.] 

as 

"Oh Kings ! Bend down your bows, rise up year heads; 
start selecting the celestial ladies (with enthusiasm) asserting 
your superiority. Our swards are eager In the sport cf killing" 
Thus are roaring the soldiers of the king Rudra in the battle 
field, (52) 

[It is generally believed that those who die in a battle field 
will enjoy the celestial ladies. Hence in this verse the enemies 
are asked to be ready to select the ladies they want in heaven Le. 
they are sure to die. This shows the retaliating spirit of the 
soldiers. So this is 



26. Avahittha : 

The concealment of joy etc*, is avahittha. 
as 

The pretty girl on listening to the biographical incidents 
(history) of Prataparodra in the assemblage of ladies, is scrach- 
ing the earth with her foot with her face bent dowu, (53) 

[The girl really felt happy at the stories of Prataparudra 
narrated in the ccmgrigation. She became boastful, with an 
idea to conceal her joy and modesty she bent down her head and 
began drawing line on the earth with her foot. This is avahittha.} 

27. Ugram: 

Ferociousness in the wake of transgression is ugrata which 
causes threatening etc, 
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Having fetched the beloved let the pangs of separation of 
this respectable lady be kept off; because the moon Is being 
reduced to shoot with the meteors of her glaaces. (54) 

[This girl in the absence of her lover Is not able to endure 
the passion. So she began cursing the moon. From this her 
ftrocious nature is evident.] 

28. Matik : 

The determination of the cause of the effect by of 

investigation of truth is mati. 

[This investigation is through sastras^ circomstausia! 
evidences, logical diduetions etc/} 



The king VIrarudra by whose toucts of the bund the limbs 
are becoming moon-slabs is the moon OB eaith. What doubt is 
there? . (55) 

[The moon*sJabs usually ooze out liquids at the touch of 
the rays of the moon* Here also when Pratlparudra toucbef 
the girl with his hand, she began forgetting herself. From this 
effect the cause that the king is naoon is inferred. This is logical* 
Hence this is mati.} 

29. Vyadhih: 

The fever a resultant of the anguish caused by humiliation 
is called vy&dhi* 

as 

The teraperatur* in the cupid-fever (Jove-fever) generated 
in the bodies of the women of enemis of Prataparudra the con- 
queror of the quarters is making tfae people forget the stories of 
the snow in the regions of Himalayas, 

[The cool*breez$ in the Himalayas delight the people 
usually. But they become useless when there is love-fever in the 
people because of the high tempera! are in thir bodies* As there 
is fpver this is an instance of 
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30, Utmtfdah * 

Equality in behaviour towards animate and inanimate 
objects is tmmada 

[Due to great fear., typhoid fever, loss of kith and kin, and 
I0ss of property etc., the mind goes off the track. This is known 
as unm&da*"\ 

As the sound of the kettle-dranrn at the victory-march of 
Pntaparudra, diffuses in the quarters the enemy-kings who are 
agitated with fear arc asking the trees in delusion, the way (for 
their future). (57) 

[Here it is said that the enemy kings are requesting the 
trc^s to show them a way as they are terribly afraid of Pratlpa* 
rudra. The trees are considered inanimate., but the kings are 
requesting them without noting the difference between animatf 
and inanimate objects* As sueh this is 



3 A Maran&m : 

AQ attempt to die is known as death. 

[The symptoms crop up at the time of death are being 
usually described here. But according to a section of scholars* 
it is felt that there need not be any description., as there won't 
be any action in death. 



The bride beiag unable to endure the separation from her 
behoved aad disregarding her life is waiting upon raooit-light 
and delivering the body to the south- wind. (58) 

[The lovers in separation, cannot endure the moon-light 
and south breeze. These two torture them. Here the lady 
disregarding her life is placing herself into the hands of the0 
two enemies, preparing herself to die. So this is 



As real death is inauspicious no illustration befits ftb* 
occassion here). 
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32, Trasafy , 

^The agitation in mind doe to unexpected fear, is paid to 
be trasa. 

m 

^ The bride (girl) though in the state of loves-anger since a 
longtime, OB hearing the roaring of the thick clouds, turning 
instantantously embraces the husband, with shivering limbs. (59) 

[Th* fear due to the sounds of clouds is clear here.] 
53* Vitarkak : 

Thinking of alternatives because of a doubt: is considered 
vifarka. 39 



as 



My heart is attached to him (Prataparudra) because of 
(his) qualities. Nothing else is considered. It is not discussed 
with the friends that this king is unattainable. What means is 
there to approach him ? My mind faints; what type of distress 
it is, how long does it persist and where it nds? .,. . (nobody 
knows). ( 60 ) 

/ 

As the s&ttvikabhavas and vyabhicribhvas are common to 
all the sentiments or rasas, no illustration is given here as con- 
nected with any parlicular sentiment. Usually, all these 
sancaribhavas have scope in the semifhent love. In the senti- 
ment humour or hSsaya there exist gtoni, srama, capalatva, har$a, 
aad avahinha. In pathos or karuqa there won* t be mada* dhr*f> 
vrida> harsa, garva, autsukya, and ugrata: The remaining vyabhi- 
c&rfns appear. In raudra (wrath) there won't be glSni, Sanka, 
Slasya, dainya, cinta, avega, jadata, vissda, supti, nidra, apasmara 
avahittha, vyadhi, unmUda, srama and trasa ; But the remaining 
can appear. In heroic (valour) nirveda is to be added to the list 
of those sanc&rins which do not exist, in the sentiment raudra 
given above, and all other exist as in raudra. In the sentiment 
bhay&naka theie won't be .asiiya, mada^dhfn, vrida, harqa, garva> 
nidra, supti, amar&a, avahittha, ugrata, and cinta and trSsa exist 
respectively. In the sentiment sMnta, nirveda and dhfti only exist- 

- 39. Many alternatives may he thought of even by vimara. That also 
becomes vitarka* 



156 ftrataparudrlyaia 

THE GESTURES OF LOVE 

The gestures of love are being pointed out : 

L Bhava, 2. hava, 3 hela, 4, madhurya, 5. dliatrya* 6, 
7, vil&sa, 8. vicchitti, 9. vibhrama, 10. kilakincit&s 11, 
12, kuftamita, 13. bfbboka, 14. fo/fta, 15* kuffihala t 16* 
17. vj%rto and 18. /i^jra - These eighteen varieties arc said to bt 

the gestures of love, (61 & 62) 

[Among these the first five are connected with mind or 
intellect and the remaining thirteen belong to the body. All 
thct,e may be treated as anubhftvas Some of these bhftvas are 
connected with youth and hence those that are connected with 
the ladies may become even uddipana vibh&vas*1 

Their definitions and examples : 

1. Bhnvah : (Emotion) 

Eligibility to relish rasa or sentiment is bh9va. 

[People experience emotion of love in adolescence and the 
understanding of love slowly starts. This is bhava+"\ 

as 

The women folk, in childhood freely sing the qualities of 
the kiog Rudra, but in youth with slight horipilation become 
bashful to sing. (63-) 

[As children they do not know anything about love. But 
at the advent of youth, automatically, the inind experiences 
peculiar state with love and hence they become bashful and 
experience horipilation etc,, This is because of the beginning 
stages of their uaderstauding of love. As this stage is described 
here, this is bhSva.] 

2. Havah : (Coquettish gesture tending to excite (sensation), 

If any change or perturba&ion is noticed in emotion *f 
bh&va it is called httva. 

The above verse alone serves an example here also. The 
word darapulukiia (in the verse) slight horipilatioa indicate 
hava in the adolescent girls. 



Rasa Prakaranam 157 

If elS : (wanton sport) 

The bhSva which has a clear cut exposition is said to be 



as - 

Ob pretty girl I you kept your husband in your heart 
without being known by any one else. (But) your bh&va or emo- 
tion is being trumpeted with the (presence of) horipilations all 
over the body* (64) 

[Here the bh&va Is distinct with the hcmpilation all over 
the body. As such this is 



4. AfQdhuryam : (Loveliness) 

Gracefulness even in tte absence of ornaments is said to 
be mi$huryam* 

as - 

This faun eyed girl, by aature, possesses the loveliness 
that conquered all the three worlds. Bur, I feel, that she is \*ear* 
ing ornaments only to adorn them. ($5) 

[She is by nature exquisitely beautiful and so need not make 
any effort to conquer the worlds. But even then she is wearing 
ornaments. T&is is only to adorn them, as I feel i.e the orna- 
ments get more value when adorned by her. Here it is shown 
that she is more beautiful even without ornaments. Hence this 
is mndhurya*] 

5. Dhairyam : (courage) 

Not to transgress character pte. a is called dh&fryam. 

[Customs, morals and ethics belonging to ones own self 
are included here. Not to transgress or violate them even i 
difficulties Is dhairyam ] 

as ' ' 

It is not proper, on the part of family ladies to violate 
customs even in a Diversities. ; (But) the qualities of the king 
Rudra are heartening what is to be done? (66) 
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[It is described here that a family lady s though much 
attracted by the qualities of Pratapamdra is taking a firm resolu- 
tion not to violate her customs. So this is dhairya ] 

6. Lila ; (Imitation) 

Imitating the husband or lover in speech, gait and acts 

etc. 3 is 



Oh friends ! Behold, the Lakshml, imitating the behaviour 
of the king Praiaparudra has become the devoted wife among 
the queens. (67) 

[It is described here that his wife Lalcshml is imitating 

him In all aspects of life and became a devoted wife, so this is 



*. Viffisah : (Change) 

Change of mental state when seen by (or at the time of 
observing) the beloved is vffasa. 

[This is an ii voluntary emotion caused in the pre&eaee of 
the beloved.] 



as 



The art of ths flower-arrowed one in the youth of the 
fawn-eyed girl who is looking at the king Rudra who is naturally 
handsome; in a sweet manner, an account of the delicate 
thoughts that swelled up at that time with hela (wanton sports) 
and experiencing the sattvikas that cropped up Instantaneously 
becomes victorious. (fig) 

9. Vkchittiht 

To be more attractive even with less ornamentation is 
vtcchtttf. 

[This is because of the exact ornaments in their befitting 
places ] 
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as 

Oh friend S For whom and by whom Is created this beauty 
of the ladies of the kakati-city ? Because it (beauty) is charm* 
ing in the three worlds even with the usual ornaments. (69) 

[As the ladies in the capita! of King Rudra, look more 
ftnd more charming with less ornamentation itself, they do not 
require a heap of ornaments which looks gady; Here it is des* 
cribed that they look pretty eves with less ornaments aod their 
beauty exceils all the others is the three worlds So this is 
vicchittL} 

10. Vibhramdk; 

Misplacement of the ornaments, at the arrival of the 
beloved , in a hurry is vibhrama. 

ttS ""'*"" 

The pretty girij having heard from her friend that the day 
came to a close, is putting on the anklets on the hands and 
bracelets on the feet in a hurry. (70) 

[Here the misplacement of the ornments on the body i* 
described, So this is vibhramv,] 

IL Kilikincitam: 

The admixture of anger, tears, joy, and fear etc,, li 
kitikinctta, 

as 

When th KIkati-Lord catches hold of the hem of the 
garment of that fawn-eyed girl in a lonely place, her body trem* 

the eye-brows daace and even the voice statters* (71) 



12. 

To show interest in the? stories of those who art liked ta 
m&ff&ytta* 
as 

The displaying of the horipilationof the girl who is listen* 
to the sweet stories of the king Rudra, by hiding her body is 
as clear as the exhibition of her emotion. (72) 
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[Here the extreme interest of the girl in listening to thi 
stories of Rudra is described. As such this is mo^iyita.J 

13. Kuflamft&m : 

The excessive pleasure even in the pressure of pain is 
known as kuffamita. 

There may be pain on account of biting the lowerlip catch- 
ing the brests, imprinting nails and testh etc., at the time of 
sex. But the pleasure derived is much more than this inflicted 
pain. This is called kuttamita* 

as 

The moon-faced girl being filled with modesty on looking 
at her dear friend whose mind was struck with amagement, gt 
the limbs (of the girl) which become the tale-bearers of tht 
episodes of the amorous quarrels in the sport of the cupid, when 
decency is disregarded^ and having understood her own bold- 
ness, arid the blindness of passion caused by her husband bend- 
ing down her moon-face immediately, is .standing scratching 
the ground, " (75) 

[The description given here, reveals the fact that her 
husband behaved in sex in a manner that it pained her extremely 
and the marks of which became clearly visible on her body even 
on the next day. But because of the excessive pleasure she 
experienced at that time inspitc of the pain inflicted on her on 
account of his blindess of passion she did not mind it at all. As 
such this is kuffamita*] 

14. Bibbokah: 

To exhibit slight indifference in the news of the beloved is 
bibboka* 

[To be indifferent dot only towards his behaviour etc^ but 
also towards him is known as btbboka.] 

as 

Let Laksmi sttoll with ease ia hi* palace let not Ejur 

give up the supporting sport of Ms ami. Let Vani still 
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in his mouth. Enough of the sweet utterances of the king Rudra, 
which are well known previously itself. All is koown; Oh 
friend ! let cupid prepare his bow. (74) 

[Here the indifference of the gir! towards the message sent 
by Prataparudra is clear. So this is bibboka ] 

15. Lalita : 

The movements of the limbs (exhibited) IB a delicate 
manner (graceful manner) Is called lalita. 

as 

The sportive tending of the King Rudra in a secret place 
on the women possessive of the girdle and the geroset anklets 
which are sounding at the tims of the sport of the foot-steps, 
(dancing); pleasant, with the sounds of the bracelets of the 
hands in graceful movements (When the hands are gracefully 
moved) and possessive of the utterances unsteady like bil'ows in 
the moon light of smiles. (75) 

[The movements of the ladies described here are graceful. 
So this is lalita.\ 

16. Kutuhala : 

The anxiety for a beautiful sight is called kutahala* 

as 

The women in the city of Andhras, are climbing up the 
peaks of the high mansions in haste, to have a glimpse of Vlra- 
rudra who ascended the elephant. (76) 

[The anxiety of the ladies to steal a fjanee at VIrarudra is 
described here. S this is kutwhala.} 

17. Cakita : * 

The alarm caused by fear is caktta. 
as 

The, king wishes to come back again in the same manner, 
to look at the beautiful bodied girl, who possessed the extremely 
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agitated eyes on suddenly beholding him, who came without 
intimatioi ;*r unknowingly) and not even reported by the 

friend with a view to make fun of her, and having observed her 
overflowing amorous gestures* (77) 

[Here the ilarm of the girl who unexpectedly beheld tti,t 
kiog is clear. So this is caktta*] 

18. Vihrta : 

Abstaining from uttering what is to be uttered, because of 

modesty at the proper timr Is vihfta. 

as 

The bride is affectionately looking at her friend who Is 
paining (Makarikapatras) on the breast asking her to touch the 
garland of kalfaara flowers that is 00 the chest of Ptataparndfc 
with that (breast decorated with that painting)* (78) 

[Here it is noticed that the b;ide is silent at the joke of 
her friend She ought to have replied her friend. But beeamse 
of modesty she did not do so* So this is vihrta.] 

19. Hasita ; 

Hasita springs from youth all of a sudden. 

[This is only the effect of youth but not because of the 
modified dress or speech as in the ctse of humour,] 

as 

As and when this fawn-eyed girl smiles pleasantly bcii>g 
trained by (yauvana Lak?ml) the wealth of youth, then and there 
the an : ws of cupid and the hope of the beloved are flowing. (79) 

f 

[The smile of the girl is instilling passion There is ia her 
the youth suddenly dawned Hence this is hastta ] 

All types of amorous gestures are thus enumerated. So 
far the material required for rasa also is explained. 
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STAGES OF LOVE 

They are twelve* : 

Next the twelve stages like the usual stages of a seed 
ahkurita^ pallavita^ kusumita and phalita* of the sen ti meet love 
are being enumerated* 

[After seeding comes in s leafing followed by flowering and 
fruiting. In the same manner love also has to pass through all the 
stages till it attains the final stage of fruting, etc.,] 

1. Cak^uhpriti (Pleasure of the eyes), 2, Manahsanga (mental 
union), 3. Sankalpa (Though t), 4. Pralaplta (speakiog) 5. J&garah 
(waking up), 6. K&rsya (emaciation), 7. Arati (dislike), 8, Lajja* 
ty&ga (giving up bashfuloess), 9. Samjvanah (fever), 10. Unmada 
(iQsanity)^ 11. Afurchana (swooning) and 12. Marana (death) 

(79 & 80) 

are twelve ia accordance with the science of erotics. But 

according to some there are only tea stages in this love. 

Their definitions and illustrations : 
J . Ca ksufypri ti : 

To look at with respect is said as Cak&tthpriti* 

[This may be either before the eyes or in a painting or in 
a dream. "\ 

as 

Oh friend : This king Rudrm becomes the undisputed 
pleasure of the eyes. He is like cupid in flesh and blood and like 
the full moon rid of his insignia. (81) 

[Here there is respect shown in the sight of the king*] 

2. Manahsahga ; 

The reposing of mind in the beloved always is manah- 
s an gam a 

4C. These stages are twelve according to some and according to soroe 
otber section they are ten only* 
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as 

Ob, My mind is always attached to the king Rudra. Why 
are you angry? lam also forsaken by that mind. Friends! 

what is to be said in your case ? 

[Here her attachment to Prataparudra is clear.] (82) 

3. Safakalpa : 

Desire connected with the beloved is known m&ahkalpa* 
as 

When will the glances of the king Rudra that are pregnant 
with sweet smiles, glossy with friendship and bear love, fall on 
me? (83) 

[Hare the desire for the looks of tie beloved is evident* 
So this is sankalpa*~\ 

4. Pralapa : 

To narrat* the qualities that are imbedded in the beloved 
is Pralspa. 

as 

"Thus skilled; thus beautiful, thus fortunate; thus the 
agreeable natured is the king Rudra alone" so goes the chat of 
the middle aged ladies. (84) 

[Here the conversation of the middle aged women regard* 
ing Prataparudra is depicted* So this is Pralapa J 

5. JSgara : 

Sleeplessness is called Jtigara. 

[This is due to anxiety caused by love.] 
as 

The day is somehow spent. The night which is intoler- 
able with the moonlight is kngtfay, Cupid also is ready with his 
arrows equipped; neither sleep nor the king comes. (85) 

[Here the sleeplessness is clean So this i& jSgara.] 
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6, K&rsya : 

Emaciation of the body is karsya* 

as 

Moon faced girl! How is it this ring has become >onr 
armlet (an ornament worn on the upper part of the arm'i ? 
Friend! due to the greatness of love. Who is he? By which 
(act) I can be a co-wife of the earth. Pretty girl ! It is under- 
stood; you became attached to the lord of Kakatls* Oh, auspi- 
cious one ! He will really sport with yon as well as with the 
earth, who possess of black 41 body (black in the case of earth and 
mid-youth in the case of the girl) and mountain-like breast 
(mountains in the shape of breasts in the case of the earth and 
lofty breasts in the case of the girl.) (86) 

[Here the expression that the ring which is to be wore on 
the finger has become arrnlet, indicates her emaciation. So this 
is 



7. Arati : 

Dislike in things other than the beloved is arati. 

as 

She is cursing the creation of moon; abusing the greatness 
of the malaya-breeze; She (thus) became averse to festivity. 
Fortunate one ! What is it you still think of? (*?) 

Here it is said that the girl does not think of anything 
else. She is suffering heavily in his separation. As such she is 
not able to tolerate moon light and south breeze, which are con- 
aidered to be excitents of love. As her aversion to everything 
else is thus described this is 

5. Lajj&ySg* : 

Giving up modesty is 

** "" She in her extreme passion, spoke transgressing the 
decency of the women, on hearing which the elders are gmng 
afar in modesty. 
4J . &yam means both black and mid-youtfc. 
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[Here as it Is said that the lady spcke giving up her 
modes iy this is a case of lajjatyaga ] 

9. Jvara : 

Excess in pain is called jvara* 

[This happens only in the case of the torment due to love.] 
as 

Oh kiog Rudra ! that girl, in whom all palliatives became 
in vain, suffering from heavy fever doe to separation, wishes the 
ambrosia of your sight. (89) 

[The description of a high fever here is a clear case of 
para.] 

10* Murcch : 

AbsentmiBdedness caused by the de-fimctioni&g of the 
external senses is murcchZ* 

as 

The external senses of that fawn-eyed girl who Is vacant 
and (who is) contemplating to see the king who is in the heart, 
are entering the internal senses. (90) 

[Here the description of the vacant senses i.e. the absent- 
mindedness makes clear tbe suge of murcckg. Moha a sancZrin 
is akin to this stage,] 

[Unmadaand marana are already illustrated when sancftrins 
are dealt with. They are called sancaribhftvas if they happen to 
be the helpers to the sthayibh&vasi bm if they take part in the 
relishing of rasa, exhibiting the stages of development of rasa, 
they become tbe stages of love,] 

SRNGARA 

This is of two types 1) sambhoga (enjoyment) and 2) vipra* 
lambha (separation). According to the Sfngftratifaka 42 sambhoga 
is in the ca&e of those who are united and Vipralambha is in the 

42t The ^rhgarattlaka of Rudrabhatta* 



Rasa Pfakaranara 167 

case of those who are separated. * Though the mmbhoga type is 
of multiple divisions in accordance with its operation like mutual 
sspecting, conversation, embracing and kisses etc., it is consi- 
dered as one as : 

1. Sambhoga : 

When the king Rudra, the beloved of my heart, arrived at 
the secret place, the order of the anger disappeared, the appea- 
rance of modesty became thin. Dear friend ! what is there to 
be concealed from you? Some pleasant and soft excitement of 
cupid both in and out, is uniting me with the king* (91) 

[At the time of coitus, free indulgence becomes an orna* 
men^but not modesty* In this verse the beloved is the &I<2*hban&; 
the secret place is uddlpana the harm etc., are the vyabhic3*ins 9 
and stambha etc., are anuhhavas. The sthayi usually developed 
when these culminate in Sf&g3rara$a> 

The expression bakifabahiranandamas^&h also gives rise 
to the suggestion of embraces, kisses etc,] 

2) Vlpralambha : 

This is of four kinds as i) caused by desire* ii) caused by 
jealousy, iii) caused by absence and iv) caused by being abroad. 

i) Desire : (Abhitaqa) 

The love of the hero and heroine before coitus is desire 
(abhilana )* 

as 

Mutual conversation, a chat connected with the spoils of 
cupid; and a bed in (his) company* have become places to 
my desires* Can the sight of the kiog Rudra which possesses 
the connection of love, and rising attachment in abundance be 
obtained? (92) 

[Hera desire before sex is evident,] 

ii) Jealousy : (7r$y3) 

Perturbation in inind caused by the idea that the (her) 
hero is attached to some other lady is jealousy or tr^ya. 
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Laksml (wealth) who is residing in the lotus of his eyes is 
feeling jealous of you when you are beheld. Sarasvatl who is in 
Ms mouth does not tolerate conversation with you. and Mahi 
(earth) which is on his shoulders, (arras) is causing obsticles in 
your attractions; (excepting this) There Is no fraud in the lord 
of the Kakatis. Oh, fortunate girl ! why do you get tormented 
with anger (like this) ? 



[It is clear here that the girl is feeling the separation of 
her lover, with the idea thai ii is due to his attachment towards 
Laksml, Sara&vatl, and Mahi out of jealousy.] 

Ut) Viraha ; (Absence of the beloved). j 

The absence of the union of the hero and heroine who 
once enjoyed their mutual company, due to any reason is viraha. 

[His attachment to other girls is not the reason here. 
This is providential and happens without any reason.] 

as 

^ Even ths misplacement f ornaments shines a while when 
the limbs are emaciated. Friends! stop this decoration. Let 
the king Rodra be fetched. What else is there? - (94) 

[The acts of decoration cause delay. So the heroine 
being unable to eadu.e his absence any more asks her friends to 
stop that and get the hero to her. This is viraha.} 

iv) Prav&sa: {Being abroad) 

Dwelling (of the hero and heroine) in different towns 
(countries) is pravasa* 

as: 

"Let the king Rudra be served by all other kings. Our 
beloveds are not accessable to us even on festive days," Thus 
(thinking) the limbs of the Kalinga-womea are getting emacia* 
ted due to torture of separation and (to them) the days are 
becoming yugas or ages. 
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[Here the story of the kings abroad which Is causing the 
pangs of separation in the women of Kalinga is clear So this is 
pravasa.] 

Rasftbhasa : {Semblance of sentiment) 

[The three kinds of ras&bhasa was already mentioned,, The 
following is an example of one of the kinds - connected with 
animals ] 

as 

The lord of the Kakati, having noticed the female pigeon 
whose beak was kissed by its beloved and who possessed a 
pleasent throat due to warbiiogs of the rising dalliances , is 
smiling. (96) 

[In the present case the love of the birds is described. 
They do not have any skill and hence there cannot be any deve- 
lopment of vibhavas etc.., Here a section of the critics consider 
this as rasttbhasa or semblance of sentiment.] 

BhSvodaya : (Rising emotion) as 

"Pretty girl, who is dwelling in your heart? It is cupidi 
None else. I promise what business has he there? Why should 
there be some other thing I It is his love for the birth-place. 
Who is the other person? Oh! skilled one ! You know it is his 
reflection Oh I the king Rudra who excells cupid is more to you"*. 
Having been thus said, the bride bent down her face. (97) 

[Modesty is rising here* Wfaea it is said that the heroine 
bent down her head on listening to the name of Prataparudra, 
it means that she. is experiencing modesty. This is known as 
bh&vodaya or rising emotion ] 

Bh&vaiama or Santi : (Cessation of emotion) 

[Usually there will be two emotions at a time* When one 
emotion rises another emotion ceases. But if the rising emotion 
is charming it is called bMvodaya and when the emotion that is 
ceasing is charming it is called bhava-santi.J 
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as 

**You are LaksmI and your husband the king Virarudra is 
Purusottama (Visnu). A suitable combination, for a long time, 
was brought about in the creation of Brahman. As such not 
even a small and artificial difference of opinion is there in you 
bath*'. Then, having seen the friend who saluted her thus nrais 
ing, the pretty girl possessed the lotus-like face blown. (98) 

Here there is the cessation of anger. 

[From the above description it is understood that the 
heroine became calm which means that her aager disappeared. 
So there are two emotions here. i*e. 1) calmness and 2) dis* 
appearence of anger. Out of these two the disappearance of 
anger is more charming as it is first ^s^enttal to get at the 
second. So this is bkava*3nt$*\] 

ShSvasandhi : (Co-existence of emotions) 

[In this case two emotions which shoot up vie with 
each other for supremacy,] 

Q C 

io - - 

The bodies of the soldiers were covered with armours of 
horipiiation with the sounds of wardrums (kettledrums) raised 
during the victory -march upto the end of quarters, of Pratlpa- 
rudra and with the requests of their beloveds. (99) 

Here there is the coexistence of harqa connected with 
vira and srngara* 

[In this verse it is noticed that the soldiers become enthu- 
siastic for war on hearing the sounds of the kettle drum. But 
at the same time they were also experiencing love on hearing the 
repeated requests of their beloveds. i.e. they experienced har^a 
in both the cases of vira and sfngara* As these two sentiments 
vie with each other it is called bhavamndhL] 

Bhftvasabalata : (Mixture of emotions). 

Let faraily-tadies censure me By which fortuoe,, the 
beloved can easily be attained ? Is this course not accepted by 
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the elders? Which friend is to be despatched ? Will this attain 
universal publicity ? How can I shortly ascend his lap? Wbcn 
can there be steadyness in my heart ? The beloved should defi- 
nitely be approached. ^ (100) 

Here there is the mixture of autsukya etc. 

[Here, from the statement that the family ladies would 
censure, lajjs or modesty is suggested. By the expression that 
by .which fortune etc., (the bhava] vftarka is indicated. By saying 
that her act does not meet with the approval of elders 3 dainya is 
made clear and the very idea that she should not act so is an 
off-shoot which suggests visSda. To think of a wide publicity 
gives rise to ianka* The desire to ascend his lap in no time 
expressess her intolerance of delay, which hints at autsukya* The 
wish to pOsSsess a steady mind shows dhfti and finally her resolu- 
tioji to approach the beloved, as she could rot endure delay any 
more suggests mati. Thus there is the admixure of these eight 
vyabhicQrins . So this is bhSvasabalata } 

ADMIXTURE OF SENTIMENTS 
The admixture of love and pathos - sfngSra and kantffa* 

CwSt """'""" ir * 

*H0w can you start on your journey, leaving mt behind 
when the festival is approaching- Fie on your adventure ! Which 
is that fate that is desirous of our disunion (separation)**, Oh 
Kakati kiBg ! The women of your enemies, thus waking tip with 
the idea that they obstructed the ensuing joonsey of their belo- 
veds in the dream, are swooning. (K*I) 

[In this verse there is the admixture of love and pathos.] 

Then the admixture of raudra and bhibhat$ai (wrath 
and disgust) * 
as 

The sword of VIrarudra made the Kalifigas the oblations to 
the battle field, drinking the blood of liquor which is flowing 
from the necks of the elephants, using flesh as side dish; becom- 
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lag fat; Poking as it were possessing the teeth at its tip with the 
bones of the heads that stuck to it at the time of cutting of the 
bodies of enemy kings; wearing the garland of intestines and 
becoming fearful to the people and assuring the terrible form of 
Bhairava. (102) 

Other types also may be known as and when occasion 
arises* 



In these two examples given the sentiments pathos 
and wrath (raudra) appea r as main sentiments as they only 
remain in the contemplating stage* The love (srAgSra) and 
disgust (blbhatsa) become the subordinate sentiments only 9 as 
pronounced by the 



At this stage arises doubt whether these sentiments said 
as subordinates are developed or not. If they are developed 
they also should become ornamented or beautified and cannot 
become subordinates. If they are not developed they cannot 
attain the stage of being relished. As such it should not be said 
that the admixture of sentiments is not proper. It is also accept- 
ted that any sentiment can become a subordinate at any time to 
any (other) sentiment although it is developed. A sentiment 
though developed through vibhavas etc., and becomes charming* 
its charm follows another without resting at that place only. 44 
Hence there can be the relationship of anga and aAgi Le. limbs 
and body. 

The subordination of the sentiments some times is natural 
and on other occasions becomes imposed.] 

Laukikarasa ; Natural or Mundane sentiment : 

[The sentiment is of two kinds - 1) laukika (mundane) and 
2) alaukika (supernatural). The laukika is akin to the taste of 
plantain and mango and this can be a kgrya also. The second 
type i.e. the alaukika is equal to the supreme bliss or BrahmZ 
nanda and is eternal*] 

43* BhavaprakaSana* clu 8, p. 235, 

44. Cf. sambhutany apt rasantaranl ,,..,. camatkarantamm anudhavati, 
Abfcinavagupta quoted in Ratnapma, p* 204, 
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This (laukika) sentiment is dependent on the heroes like 
RIma etc. If this were to be exhibited through the actions of 

the skilled actors although, it belongs to Rama (a third person) 
the spectators are sure to experience this bliss by means of deep 
concentration. Similar is the case in listening to a composition. 
This is not unnatural or coiurodictory i e. to experience bliss 
due to deep contemplation 15 not contradictory, 

[It does not look convincing if it is said that a sentiment 
residing in one place is capable of creating bliss in another 
place* Because where there is bliss there must be sentiment. Aa 
fuch tbis (Sentiment) can reside even in spectators. With this 
idea in mi ad the author takes up the next alternative,] 

Alaukika Rasa : Suprnatural sentiments: 

As such, to say that it (the sentiment) rests even in spec- 
tators in their knowledge of ladies and enemies struck to their 
minds on hearing the names such as Milati etc., and Ravapa 
etc,, due to their specialities is also not controdictoty. The 
eligibility for resting (sheltering) a sentiment is not due to hit 
concentration or imitation. If he were to be a contemplate! he 
becomes a spectator. The exhibition of experiences fe because 
of the skill obtained by learning and practice. 

To delineate the sentiments mutually opposed to each 
other, in one place with the help of the pompous speech of the 
poet (kavipraudhokti) is not controdictory* This manner of 
ennmty is explained in the &fngiratilaka 45 as : 

"Love and disgust; similarly, valour and terror; wrath 
and wonder; in the same manner humour and pathos are 
mutually enimical or opposed'*. 

Thus a sentiment from a sentiment also is thought of, 
This is also said in the Sfngarattlakai as : 

"From love there is humour; from wrath the pathos; from 
valour the wonder and similarly from disgust the error.'* 

45. &rhgttratttaka> 3*21. 
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"Generally the vtbhavas connected with these pairs are of 
the same kind. The mind which possesses the three qualities - 
saliva^ rajas aod tamas^ when comes into contact with ay object 

outside experiences a certain type of emotion. These types of 
emotions only are said to be the love etc. Depending on the 

differences in these emotioB there arises the sentiments like 

humour etc,] 

The fuitability of the vyabhicarins with the sentiments 
connected are enumeiated in the SfftgSratifaka. 

as 

"Sanka; a$tiya; bhaya; gl&m; vyadhi; clnta; smfti; dhrti; 
autsukya; vismaya; avega; vridS; unmada; mada; viqada; jadata; 
nidrS; avahitta; capalata and mfti these vyabhicftribhQvas are to 

be delineated in the sentiment love 9 *. 



; capalata; nidra; svapna; giant; sanka; asiiya and 

amhitta are to be delineated in the sentiment humour*** 



$a; m&rana; dainya aod glUni are in the sentiment 
terror (bhayGnaka)* 

"AfasmBra; vis&da; bhaya; roga; mrti; mada and utmha 
are in the sentiment disgust/* 



; JadatS; moha; har$@; vismaya; smfti; are to be 
delineated in the sentiment wonder by men of taste 9 *, 



; cinta; gl&nf; nirveda; jadata; smfti aod vyadhi 
are to be set in the sentiment pathos by those who know the 

emotions well'*. 



; asuyQ; garva; uuaha; mada; cSpalya and ugrata 
are said to be the bh&vas in the sentiment wrath 5 ', (raudra) 

"Amarsa; prattbodha (vibodha); vltarka; mati; dhrti; krodha; 
asuyQ; sammoha; avega; harsa; garva; mada and ugrata are the 
bhjtvas that exist in the sentiment valour, (vtra)**, 



Rasa Praktrasam 175 



According to the statement of Bharata that *A complete* 
and fully developed sentiment dispells any other sentiment; 46 
there ts only one sentiment (in a composition). Even then based 
on the strength of the great poets the admixture of sentixnects 
(rasa^sankara) is admitted. 

FIGURES LIKE RASAVAD, Etc. 

Figures like rasavad, etc- , arc to be noticed when rasa and 
bhsva are subordinated, tf rasa is delineated as subordinated to 

some other it becomes the figr.ie rasavad i.e 5 rasavadalanknra* 
If the bh&va is made subordinate to some other it becomes the 
figure preySn i e. preyolank&ra* If the semblance of sentiment 
i e. rasabhSsa and the semblance of emotion i e. bhsvSbhasa are 
delineated as subordinated to some other it becomes the figure 
urjasvi i.e &rja$vyai$nk9ra If bh&va&nti is made a subordinate 
it becomes the figure samahim i.e. sanOthittlaiikBra . Similar is 
the case with regard to bh&v&daya etc* 



This is explained in a detailed manner in the 

1 He says - 'In the case of delineation of rasa* btatva, 
their semblance and their suppression tbere will be the figures 
like rasavat^ preySn* urjasvi and samahita, bh^vodaya, bha\a*andhl 
and bhavasabalats are separate figures 4 * f Thus 

Their examples are in the chapter on figures of speech* 

[Rasavadalattkara : as; 

*This is the hand that used to draw out our girdles; press 
(our) l^fty breasts; touch (our) novels, thighs and pubes and 
untie the waist knots of the sarees. 4 * 

This is uttered by the wife of Bhiirisravas whose hands 
were cut off in the Mahabharat a battle, Here it is clearly noticed 
that the sentiment love is subordinated to the sentiment pathos 
which is main in the composition. Although it is secondary it 
creates charm. As such this is called rasavadalank&ra. 



46 Natya^astra of Bharata* 

47- AlamkarasarvasYa of Ruyyaka- 

48. Alamkaras&rvasva, ^ 82* 83, 
49. 
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Even when rasa is subordinated to a bhava it becomes 

only. 



Preyolankftra: as; 

"Beautiful eyed girl ! Even without a blouse you possess 
fascinating lustre 5 *. Thus uttering when the beloved touched 
the knot of the blouse, her friends who were happy on observing 
the festivity of the eyes of the bride who smiled sitting near th 
bed, left (the place) slowly under false pretext. 

Here the affection of the frieads for the heroine is subojr* 
dinated to the love of hero and heroine- Hence this is the figure 
preyas* Similarly if a bhava becomes secondary to another bhQva 

it is called the figure preyas. 

Urjasvi*-a!ank$ra : 

'Oh king ! your soldiers* having brought tfat women of 
your enemies as captives, under the very nose of their husbands 
are embracing them, prostrating at their feet; entreating them 
and kissing them forcebly. Oh, the ocean of propriety, you 
came into our sight due to our fortune and all those calamities 
are warded off. Thus you are praised by your enemies* 9 . 

Here in the first half of the verse there is the semblance 
of love tyhgarabh&sa as the passion of the soldiers is only out 
sided, i*e. the women of the enemies do not accept the courtship 
of the soldiers. This irng&r$bh&$a is subordinated to the rati 
bhava delight attained at the sight of the king. Again the praise 
given to the king by the enemies is only a bhavabhasa which also 
is subordinated to the ratibhava for the king. Thus as ra$%bk$sa 
and bh&vnbhns beeara secondary this becomes the figure 



Sam&hltalankara : as : 

The well noticed rot of your enemies has gone to an 
unknown place in a minute at your sight with the incessant 
shaking of the sword the knot of the eye-brows threatening and 
roarings always : 
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[Here the disappearance of mada or rut of the enemies, 
has become subordinate to the idea of praising the king So this 
Is the figure samahitd]. 

Bh&voday&lankara : as : 

Oh king ! when your enemy started on his wet-party 
(madhupftna) with his wife and friends by some one who wanted 
to call some one else, was uttered your name. There ensued a 
critical situation, 

Here the fear shot up in the enemy has become secondary 
in the light of the praise of the king. 

BhQvasandhi-Alank&ra : as : 

Let the destroyer of cupid (!iva) who was impatient at 
the rising penance of the daughter of the mountain (Parvati) at 
that time, interested in aa affectionate enquiry of her stories; 
and who is overpowered simultaneously with tvara and saithilya 
in discording his ^pseudo bachelor guise give you the highest 
delight. 



Here the two ideas such as tvara \ e. eagerness and 
i.e* loss of courage are noticed in Siva who appeared before 
Parvati who was in deep penance. These two are subordinated 
to the idea of praising the Lord Siva. So this is bhOvasandhi. 

Bh&va&abalata : as : 

Oh girl ! some one may see. Oh ! fool ! why are you In a 
hurry? I am a maid. Then give your hand. Oh ! Oh ! what is 
this inverted order? Where are you going?" Thus (says) *Qh 
king 9 ! A girl who went to collect sprouts and fruits of youf 
enemy who is inhabiting a forest. 

[Here there is the sabalata (varigatedttess of emotions) of 
the bhftvas like sanka, asuya, smrti, irarn&> dainya and auisuka. 
But this is subordinated to the desire of praising the king. So 
this is bhavaabalat&. 

In fact all these figures can be noticed in the verses illu& 
trated by Vidyinltha,] 



661 12 
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Conclusion : 

The full fledged rasa which possesses the wealth of emo* 
tions that is followed by a train of qualities (gutpas) and figures 
(alahknras) which arises shiningly and sheds all other knowledge 
may -instill either pleasure or pain in the minds of the youth 
(characters) but in the case of men of taste persons of the same 
heart it transforms itself into highest bliss, (103) 

[In a composition like Ratnayana the emotions connected 
with Slta and Rama are portrayed- They become manifested 
with gunaSs alankara etc. Then rising slowly in the form of rasa 
it dispells all other knowledge and becomes the highest bliss. If 
this happens to be love it xnay give pleasure to (Slta and Rama) 
the characters, but if it happens to be pathos it may give pain to 
the characters* But to the spectators of taste quit irrespective 
of its nature love or pathos it creates only the highest bliss not 
connected with pain or pleasure.] 

The rasa shines In the form of a meaning of the sentence* 
All these vibhavas etc., are the meaning of the words in which 
(vibhavas) (the meaning of the words) they freely repose. So all 
these emotions (bhavas) mutually getting blown gradually are 
attaining the state of bliss like the threads in a cloth. (104) 

[Here it can he observed that rasa, v&kyftrtha and pafa are 
the three objects standing on the same ground, BhSvas^ pad&r~ 
thas (meaning of the words) and threads are also on the same 
ground related to the above three. The meanings of the words 
may combindly give rise to the meaning of the sentence just like 
the thread being interwoven may give rise to a cloth. Similarly 
the bhuvas mutually glorifying manifests themselves as rasa i,e. 
The bhnvas are rasas.} 

When the sthSyibhnvas like rati etc* Is being enriched by 
vibhdvas the vyabhicftrins like nirveda etc* coming up like the 
billows in an ocean and get dissolved there itself. Being thus 
experienced by nirveda etc., and deeply contemplated what 
becomes relishable is rasa itself. This belongs to the character 
(Rama) in the natural course. But in a play (when put on 
boards) it rests in a spectator. 
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[This rasa when viewed from a natural stand point belongs 
to the characters like Rama and Slta. But viewed from the 
stand point of a play this belongs to a spectator or a man of 
taste only. When there is the ratibhava in connection with the 
hero like Rama, all other bhavaz may rise and vanish i.e. they do 
not stick on. Even then because of their subtle influence on the 
sthayibhBva the relish that lie imbeded is being enhanced. This 
itself is rasa. This in its natural state belongs to Rama etc., 
and in its supernatural state belongs to spectators.] 

The following is the summary of the above three verses as 
given by Kumaraswamm., the commentator. 

A composition is adorned with gunas, alankaras* vrttis., 
and ritis, when the ideas or emotions are well delineated. The 
sthSyi is made manifest thr0ugh these well portrayed emotions; 
The spectator, who is an adept in the analysis of these composi- 
tions and plays, gets the impression of Rama etc-, In the actor 
at the time of the genisis of the rasa. Then the mind ofjh 
spectator will be on a par with the mind of the character Rama 
and he gets immersed in the melodies of music, dance etc. At 
this stage, he will not have any thing else in his mind and the 
rasa as a supernatural one, on contemplation, becomes equal to 
the supreme bliss enjoyed by the sages. The man of taste getting 
into this state either through the text or through the melodies of 
accompaniments he withdraws into himself for a moment and 
enjoys the bliss i.e. he attains the state of mrvisaya when the 
consciousness of bliss reflects. 

In the case of Brahm&nanda nothing further that is to be 
understood shines but in the case of ramsvada nothing more 
than vibhZvas etc., shines, and these vtbh&as mixed with rasa 
become experienceable. Though there is the knowledge of 
vlbhavas etc., there won't be any hindrance for the enjoyment 
of the rasa even if number of rams exist; this will become relishi- 
ble like a drink panaka. 5 



50. Panak*;- This is prepared with water, jaggary, Pff * 
iBgrcdients. This will be sweet, hot, pungent etc,. But even then 
sweetness in it makes the drinker enjoy it to the utmost, 
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Love always gives bliss. One need not doubt, that 
whether karuna (pathos) gives pain as love gives pleasure If this 
were to be vie ved with co^monsense it is understood that this 
is on the mundane plane only. But to a man of taste or con- 
noisseur because of his capacity to identify hint self with the 
situation due to his constant probe into literature, the rati etc. 
in him gets developed to such an extent when it becomes the 
supreme bliss which is nothing but pleasure. So the question of 
pain does not arise in him. 

The spectator in this state may shed tears. This is not 
because of pain but because of pleasure only. No one likes to 
enter into that state where he is pained ! Though the supreme 
bhss is only one whole, it appears in many, depending on the 
locus, like the reflection of the moon in the stairs of the moon- 
slabes. These different appearances of this supreme bliss are 
due to the different types of vibhavas. 

The vibhsvas etc., do not end in themselves but they end 
in rasa which is considered as the essence of the composition. 
Just as the meaning of the words has no purpose unless it serves 

h!v lr T V ^ aVaS alS d D0t have a y P ur P se nl0M 
hey serve the ww which is the essence. Whatever it is, even the 
smallest emotion portrayed should end itself in the rasa. These 
btauu portrayed in the composition do w,ll to bring about 
agreement in the mi nd o f a spectator. Then these bh*vas whTh 
are brought into the path of relishment due to the strength of 

SeiT of at r A r r ove * H e veil f nescience tha < 2KS 

aspect of the Atman, when he realizes the bliss From this i* 
can be noticed that the attainment of this bhss ison"n e c 
ted with a spectator or a reader only. nnec 



CHAPTER V 
0OSA PRAKARA^AM 

The Chapter oo Blemishes 

After explaining rasa which is the sou! of poetry with a 
view to give a vivid insight into tbe gunas and alahkaras that are 
useful for the realization of the soul dosas are enumerated* 

[Unless dosas are clearly known it is not possible to 
understand the gutta$ for the realization cf rasa. So the do$as 
are first enumerated.] 

Common definition of do$a$ ,* 

Do$a is that which becomes the cause of the degradation 
seen in the word and meaning of a composition. 

As a composition is made up of words and (their) mean* 
ings the blemishes that become the cause of degradations also 
are of two types - i) connected with word and ii) connected 
with meaning. Again even in those that are connected with 
fabda or word are of two types- i) connected with word and 
ii) connected with sentence. Here the blemishes connected 

with the words are being explained :- 

& 

[The meaning is important to realize rasa. But if there is 
any blemish in a composition tbe meaning will not be clear 
and the realization of rasa is hampered. As this hampers the 
sentiment which belongs to a composition it is said as a blemish 
in a composition. The knowledge of rasa is based on the mean- 
ing of vibhavas etc., which in turn are dependent on sentences. 
The sentence is made up of words. Hence the words are to be 
considered first, i.e. the blemishes or defects connected with 
words are to be considered first.] 

Blemishes connected with words are : 

1 Aprayukta, 2. apusfZrtha, 3. asamartha, 4 nirarthaka, 
5 neyartha, 6. cyutasamskara, 7. sandigdha, 8. apray&jaka, 



182 Prataparudrlyam 

9 .kHtfa, W.gudfiartha, 11. grlfmya, 12. anyartha, 13. apratitika, 
14. avmir$avidheyam&a, 15. viruddhamatikft, 16. asHla and 
17. parusa are the seventeen blemishes. " (1 & 2) 

Their definitions : 

L Aprayukta : Not employed : 

1. fi,n7* a V- S J 0t US ^ Uy empioyed fo y P^eta (though the word 
is found m dictionaries) Is said to be aprayukta. 

2. Apustanha : Irrelevant: 

What is irrelevant in the context is said as 

3. Asamartha : Improper : 

lo 



Niranhaka: Meaningless: 



5. Neyartha: Particular meaning : 

' 



a. 



. Cyutasathskara : Ungrammatical 

"" 



,. said a. 
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7. Sandigdha : Dubious : 

What creates a doubt with regard to the meaning is known 
as s&ndigdha, 

[A word the meaning of which becomes doubtful in coat 
strueing is known as sandigdha*] 

S* Aprayojaka : Inefficient : 

What is inefficient to clarify the distinguished meaning is 
aprayojaka* 

[i.e. A word which does not possess the strength enough 
to clarify the distinguished meaning is known as apray&* 
.] (6) 



9* Klitfa : Troublesome or difficult : 

What is understood in a roundabout manner is called 
ktttfa. 

[If the meaning of a word is understood with difficulty in 
a roundabout manner it is called klista*} 

10. Gwdhartha: Concealed meaning : 

What is used in a meaning not celebrated is called g&dkar* 
tha, 

[A word whicfe is not used m its usual known meaning but 
used in a meaning not famously known is gttdhanha*} (7) 

11. GrSmya: Rustle: 

What is famous only in th parlance of the rustic is called 
gramya* 

[A word which is wellknown among the rustic circles 
and not commonly understood in the civilized society is known 
as gramya.] 

12. Anyartha : Unconventional meaning I 

What is dropped down from its conventional meaning Is 
said to be anySrtha. 
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[If a word Is used in some other meaning leaving aside its 
conventional meaning it is known as any&rtha i e. to use a word 
lo sense that is not commonly attributed.] (8) 

13. Apratltika ; Not renowned : 

What is renowned only in sciences is called apratUika* 

[A technical word which is connected with sSstras or 
sciences and not current in literature if used io literature it is a 
blemish called apratitika*} 

14. Avimrstavidheyamsa: Unimportant : 

What is to be .naia, if made secondary, it becomes the 
blainish avunrsfavidheyamsa* 

[If anything that is to be expressed as main is portrayed 
as secondary i.e. not so important it is called avimrstavidhem 
yams a.} 

15. Viruddhamatikft : Opposed sense : 

What gives rise to opposed sense or controdictory meaning 
is called viruddhamatikrt. 

[If a word gives rise to a quite opposite meaning that is 
not intended then it is called viruddhamatikrt or if a word gives 
rise to a meaning quite opposite to that of the one intended it is 
called vtruddhamatlkrt.] 

16. Asllla : Vulgar : 

Aslila is that which produces 1) inauspiciousness, 2) dis- 
gust and 3) shame. 

17. Paru^a: Harsh; 

What is beset with hard consonants is known as parusa* 

[If the usage is full of hard consonents or harsh sylleblei 
not conclusive to the idea depicted it is called the blemish or 
defect paru$ a, 
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Examples : 



Blemishes or defects are being illustrated from the utte- 
rances of the women of the enemies who are inhabiting the 
forests. 

L Apr ayukta : as 

All the gods liks duscyavana etc , are against us. Alas ! we 
are made the dwellers of forests by them. (11) 

Here the word daivatah (gods) is used io masculine 
gender. The word duscyavana in the sense of Indra also is never 
used by the poets. 

[Though the word daivatS may be used in masculine gendre 
also according to the pronouncement brundaraka daivatanl pumsiva 
of Amarasimha^ it is never used by the poets in that masculine 
gender. So this is aprayukta Again the word duscyavana also 
is never used in the sense of Indra by the poets. Hence it also 
is a defect called aprayukta.] 

2. Apmtartha / as 

Fie on us ! How can we the possessers of the arms that 
are half of the half-eight tolerate this plight. Ha ! life became 
miserable, (12) 

Here the expression 'vyartharstardha bahunam used for 
vyarthQ bfthudvay&nam is useless* The same is also an illustration 
for avimrsfa vidheySmsa when the word bshudvaya is useless, it 
looks as thought it is made secondary* 

Instead of using the word b&hudvaya i.e. two arms it is 
said in a round about manner, as half of half-eight. This does 
not serve any purpose in the present context* So this is apus- 
tartha.] 

3. Asamartha : as 

Where can we go leaving this earth which is encircled by 
the four oceans? Our being is not comfortable even in the 
forest, (13) 
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Here the word ambudhara used in the sense of ocean is 
not by itself capable of giving the sease of an ocean as jatadhi* 

[This sense Is to be grasped only in the $Sstra<$. So this 
is a$amartha*1 

4,5 9 6 & 7. Nirarthaka, Neyftftha CyutasamskSra and Sandigdha 
as - 

For us who left the houses, and possess the new reversed 
conditions-, where can there be the dwelling In the metropolises 
of the kings. (14) 

[Here the word vai used in the Sanskrit verse is meaning* 
less*] 

If the word Is used in its own particular meaning It is 
called neyartha. In the above example (verse No. 14) the mean- 
ing of the compound 'vyatyasta nava vrttayah* means that the 
word nava is to be reversed i*e. the order of the syllables in the 
word nava is changed. Then it becomes vana? (nava) when it 
means they are taking to the professions of the foresters, Thi 
is not a common meaning but only a particular meaning i.e. a 
sanketartha. Hence this is an instance of neyartha. 

Where the word goes against the rules of grammar it 
becomes cyutasamk&ra As an instance of this, the form 
bhavisyate used in the above verse can be cited. The root bhu is 
parasmtpadi and not atmanepada as used here. Therefore the 
form must be bhavisyati but not bhavisyate* As this goes against 
grammar this is a case of cyutasamskara. 

The words mahibhrffim katakesu are not clear in theii? 
meanings. It is doubtful whether it means dwelling in a metro- 
polise or on the slopes of mountains. The word mahlbhft means 
both kings and mountains and the word nikata means metropolisc 
as well as slopes of the mountain. So this is mndigdha. 

8 & 9. Aprayojaka and klisfa ; as 

We are dwelling in the mountains, which were mobile 
before receiving the strokes of the thunderbolt, and which are 
the enemies of Indra, the elder brother of, Visnu who possessed 
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the banner of Garuda, the enemy of serpa&ts (which eat 
air). " (15) 

la the expression vajraghaft^natprSk calatmasu where 
calatmasu means 'mobile objects, does not serve any purpose. 
So this is an example of Aprayojaka* 

Here to get at the meaning the enemies of Indra from the 
compound nabhasvadasan&ratidhvajagrajavirodhisu is very diffi- 
cult and far fetched. So this is an instance of the blemish 
kit si a. 

JO, I/, & 12. Gudh&rtha; Gramyartha and Anyartha t as 

The Princesses whose sights are like that of the red-lotuses 
and whose cheeks and waists are black are heavily tormented in 
hearts by the fire of anguish. (16) 

The established meaning of the word sonita is blood. 
But here it is used in its usual sense of red-colour. So this is an 
instance of GudhUrtha* 

The words galla and kati are usually found in the rustic 
parlance. So they belong to the blemish gramya* 

The word Vidagdha found in the compound Vidagdha hf dayas 
has the established sense skillful (catura)* But as it is used in 
the sense of f t?urnt* it is an instance of anymnfaa* 

13. Apr a til ik a ; as 

What happened to the prescriptions of mantras taught by 
the family preceptors. 

Here the word manu in the sense of mantra is known only 
in the mamrasSstra and nowhere else* So this is apratitika. 

14. Avimrsta Vidheyftmka ; Ref : Verse illustrated for apusfartha 
and its explanation, 
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75. Viruddhamatikft : 

How can the service done to the feet of Ambiklramanft 



goes in vain 21 the case of kings whose friendship does not 
expect any return and who suffer from the pangs of separa* 
tion. (17) 

Here the word AmbikSramana used in the sense of Lord 
Siva, gives rise to a different sense tbat one who enjoys his 
mother. Similarly the word akaryamltra aiso indicates the 
meaning that they are friends ooly In evil acts but not in good 
acts and the word vinn&a used in the sense of sorrom caused by 
separation from the beloved suggests the meaning di^truction or 
ruin ! As these words are suggesting the meaning quite opposite 
to that of the intended sense this is a case of Viruddhamatikft \ 

16. Aslila : as 

When shal! we have li\ing in the places of our choice^ 
Their means of accomplish meat who live on the charity of others 
is low. (18) 

Here the compound abhipretapadav&sa used in the sense of 
living in a place of choice gives rise to the meaning living in the 
world of manes. This is an instance of inauspiciousness* The 
words nicam sadhanam used in the sense of low means indicates 
the meaning the genetal organ of a raale ! This is an instance 
of shame 

The word utsarga in the compound parotsargaika jivanam 
meant as chanty, suggests the meaning of anus-gas, This is an 
instance of disgust. * 

17. P&rusa : as 

How can we living in the forests be blessed. (19) 

Here the word 6 kartaryartittvam* is beset with hanh sylla* 
bles, 

[The paru^as are those that are combined with the second 
letters and rephaj. 
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Blemishes connected with sentence:- (24 varieties) 

L Sabdahina, 2. Kramabhrasta* 3. Visandhi, 4. Punarukti, 
5. Vyakirna* 6. Vakyasamklrna , 7, Apiirna, 8 Vakyagarbhita* 
9. Bhinnalinga, 10. Bkir^navacana, 11. Nyunopama, 12, 
kopama, 13 Bhagnacchanda* 14. Yatibhrata, 15* Asarira, 16, 
f*a. 17. Visargalupta, 18. Asth3nasam&$a s 19. Vacyavarjita, 
20* SamSptopunarartha, 21. Sambandhavarjita, 22* Patatprakarsa^ 
23. Adhtkapada, 24. Prakr&mabhanga, These are the twenty four 
defects connected with the sentence. (20 to 23) 

Their definitions and illustrations :- As leen io the utterances 
of enemies. 

/. Sabdahina : Defective Grammar. 

If a sentence goes against gramroar it is called sabdahina. 
as 

Alas ! we did not pay head to the advices tendered by the 
well wishers because having left the service of the Kakati-king 
become undone. (24) 



Here as there is the defect in the usage hitam na samirmr 
mahe it is a defect o#* sentence only but not the defect of words; 
because there is the restriction of object (karma) with regard to 
the usage of the root r with the prefix am in atmanepadL 

lo the sentence hitam na sam$r*fu~mahe* $amifnu~mah# is 
the verb and hitam is the object (karma). The defect lies in 
using it as a transitive verb* Here sam is the prefix. According 
to the varffika artisrudrsibhyasceti vaktavyam 51 there will be the 
affix tan to the roots trti, sru and drsir when followed by a prefix 
sam they become atma nepadam* As this is read in the context of 
the atmanepadaS) under the adhik&ra sutra *akarmak&t, this means 
that when prefixed with sam and the affix tan of the fttmanepada 
is added this becomes intransitive (akarmaka) but not sakarmaka 
traastive. In the present case as this verb which satisfies all the 
conditions according to the vHrffika quoted above, it should have 
been used as an intransitive verb. But its usage as transitive 
with hitam is a blemish connected with the sentence. 

51. MurSri also possesses the defect explained above as he used this verb 
as transitive* 
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As it Is, the form samsrnumahe is not incorrect. Only it 
should not be used as transitive, Considering that word alone it 
should not be mistaken for a padadosa. 52 

2. Kramabhrasia : Disorder: 

Where there is no proper order in word and meaning it Is 
kramabhmsta. 

[This is of tw kinds I. connected with artha (meaning) 
and 2. connected with Jafofa (word)*] 
as 

a) We who did not present either horses or elephants to 
the king the Kakati-iord are deceived by the fate. (25) 

Here when it is to be said - either elephants or horses, the 
order is reversed. There is the superiority of the elephants over 
horses. If not it is an instance of artha akramabhanga Im saying 
or elephants ! 

[The usual social custom is to mention the superior 
objects first and then other objects. Here the elephants arc 
superior to horses. But even then the horses are first mentioned* 
This is kram&bhanga. 

It ihould not be argued that this is not incorrect on the 
basis of the dictum the order of the meaning is more powerful 
than the order of the reading i e. whatever be the order of the 
words, it is io be construed in the light of its sense only. For 
example there is the vedic sentence, *agnihotram juhoti : he lits 
the fire; yavUgun pacati (and) cooks rice, Here the fire is first 
spoken of and the cooking came next* But in the actual practice 
there is the reversed order* Without the cooked rice, there 
cannot be the fire-oblation. So in these instances where the 
order is reversed it is accepted to take into consideration the 
order of the meaning only* As such even in the case of the topic 
on hand it is better to resort to the order of the meaning only* 

Though this is correct, it is to be kept in mind that all 
this is in connection with the Veda only but not in classical lite- 
rature.] 

52* Rakslmslti purlpi sam^runumahe-Anargharagliava* 
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b) Sabdakramabhanga : Disorder in words* 

as 

What consideration is there for us for the king of the 
Kakatis. Even Sun and Moon were immersed in his glory and 
valour. (26) 

Here when it is to be said that the Moon and Sun are 
immersed in glory and valour the order is reversed when it is 
said Sun and Moon : In construeing the pairs the respective order 
is to be followed. But in the case on hand this order is not 
followed when glory is to be construed with Moon and valour is 
to be construed with Sun. But if we resort to vyutkrama (inver- 
ted order) instead of yathakrama (respective order) the construe- 
ing may nor effect the meaning. But YathSsankhya is generally 
accepted. This is to be taken as the sabdakramabhanga* 

3. Visandht ; Detached, 

Where there is the absence of the proper euphonic coinbi- 
nation or there is the production of harsh sounds due to the 
euphonic combination it is called VisandhL 

as 

This is the plight of the valour. What happened to that 
great - fortune ? (27) 

Here there is visandhi between sauryani and idr*3ni (There 
must be savarnadirghasandhi - but it is absent). In prudhvai* 
ivaryam there is the vaimpya i.e. harsh sounding. In both 
these cases it is called Visandhi, 

4. Punarukti : Tautology: 

When there is the repetition of either the word or mean- 
ing that sentence is called Punaruktimat . 

as 

In the extensive decayed forests of the Vindhya mountain 
we are having forest-life. (28) 

Here the word ksnana (forest) is repeated in k&nana-sam- 
kfrna and kanana vrffayah which does not serve any purpose 
either in word or in sense, So this is a cage of punaruktimat. 
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5 Vyakirna : Misconstruing : 

When the #ords having similar case-endings are construe 
with some other word it is vyaklrna, 
as 

Oh kings! who wish to be happy? please, move 01 
bearing the authority of the Kakati-lord on your heads and tl 
boar-ssal on (your) chests* (2* 

Here it is to be construed as boar-seal on the chest ar 
the authority on the heads, 

[While the proper construction of meaning is as shovi 
above unfortunately there is a chance in the verse to construe i 
some other manner as the boar-seal on the heads and the authori 
on the chests because of the changed order of the similar cas 
tnding words urasi and sirasL This is called vy&kirana*] 

6. Vakyasamklrna : 

When there is the admission of other words into the pr< 
sent sentence it is called vttkyasamkirna* 

[ue. the words which ought to have been in another sei 
tence if they are in the sentence on hand it is called v&ky* 



as 

The straw which could not be kept in our mouths by \ 
due to great self-respect has now become the basis of our livk 
in the forest of the Vindhya. (3( 

Here the words in the two sentences mahatft m&nena y\ 
trnam vaktre nakrtam and adya vindhyasya vane tisthat&m no jlv 
tarn j&ram are intermingled. Here this is vakyasamklrnata. 

7 > Apurna : Incomplete : 

Whsre there is no predicated action completed there exis 
the defect ap&rna. 

as 

Our dwelling is in the mountains. We breath with tl 
forest-objects (roots etc.). We make relations with the animal 
Seeing us let the creator rejoice. (3 
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construed as xailav&$n vany&vfttin; mfgab&ndhav&n paiyam the 
predicated action is not complete. So this is the defect called 



8. V&kyagarbhita : Interlocked: 

Where a sentence is interlocked in another sentence it if 
called vaky&g&rbhita* 

as 

Although fully aware that the fire of auger of the Lord of 
the Xndhra town is irres*istable, we fell in it. Nor.ecan escape 
fate. (32) 

Here the sentence *no0e can escape fate* is intertwined 
with the sentence 'having understood the fire of his anger we fell 
in it*. So this is a defect called vSkyagarbhiia. 

9 & W- Bhinnalinga and Bhinnavacana : Difference in gender 
and difference in number. 

Where the object of comparison and object compared are 
in different genders it is called bhinnatinga* 

Where they are in different number it is called bhinna* 
vacana. 
as 

The mind of the YIdava lord is deep like the oceans. It 
is sulhed by tho army of the Andhra king as by a mountain, (33) 

Here in the case of samudm iva gambhiram there is the 
defect of *bhinnavacana, and in the case of giriifeva dhvajinyS 
there is the defect of bhinnalinga* 



(Here the ocean is upam&na and the mind is 
They are expected to be in one and the same gender and number. 
Bat here the word samudrtli is plural where as manah is singe* 
lar. So this is a defect- In the case of ^frfijwa dhvajiny9, the 
word girt is in masculine geader whereas the word JtoaJtnyB 
/ in feminin gender. So this is a case of bhtnnatttg*.} 
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11 & 12. Adhikopama and Nyunopama : 

If the simile is greater in its adjectives, if is called adhi- 
kopama and less in adjectives it is nyunopama. 

i) Adhikopama : as 

The ladies of the Mllava king are with their diminished 
faces in the forest, like the rivers with faded lotuses, lilies and 
young shoots in summer. (34) 

Here it is enough if there is the mention of the faded 
lotuses only in the case of the rivers that became the simile to 
the ladies whose faces were dernioished. The other items lilies 
and young shoots (mentioned there in connection with the upa~ 
mana) are more in number 

[ This is an instance of adhfkdpama.J 

ii) NyUnopama : as 

The mountains which are extensive with rivers arc shining 
like we, agreeable with necklaces and talcums in towns* (35) 

Here the rivers are mentioned to match with the necklaces 
but nothing is said to match with the scented unguents So this 
is nyunopama* 

13 & 14* Bhagnacchandas and Yatibhrasta Broken metre and 
fallen caesura. 

Where there is the broken metre it is called bhagnacchandas, 
and in a place the caesura is fallen it is called yatibhrasta. 

** 

Whose families are being maintained in the forest of 
Vindhya, what security can there be? (36) 

Here MI the third syllable of the word vindhyaranya there 
is the fallen caesura, and the last syllable in the first half of the 
verse, not being long breaks the metre, 



[The metre of the above Sanskrit verse is Prahartfifi It 
has the ganas ma, na, /a, ra, and a long vowel and the caesura in 
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the third and tenth places. 33 But la the present instance the 
syllabic sya at the end of the first line, unlike the $ya in the 
Second line, is not long but only short. So the metre is broken.] 

Again the caesura mutt be after the third syllable But 
there is a break after vindhyaranya here. As such this becomes 
a. case of fallen caesura, 

IS. Asarira : Pre^icatelessness ; 

W&ere there is no predicate it is called 



Alas! the creator who does not have compassion 
having driven the sons of the Pandya king who usually pfay on 
the paved floor beset with gems to the thorny forests (37) 

tfsre there it no verb. This defect is also called 



16* A r ink a : 

If the sty!* (r%ti) is not in accordance with the sentiment 
it is called ariti 

as > 

Oh, relatives! who possess matchless pride due to unhin- 
dered valour, with the boltless and bar like shoulders. You are 
made the guests of Yama I (38) 

Here the pompous syllabic arrangement is not condusivo 
to the seatiment pathos* 

J7, Vtmrg&lupta ; Abandoned aspiration marks : 

If there is otva or disappearance of aspiration mark frequ- 
ently it is luptavisarga. Visargatupta and luptavisarga are one and 
the same. 

as _ 

Out desire hast gone useless* Dwelling in desert is fixed; 
We are faded, became poor, ruined and emaciated like this in 
the forest. (39( 
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[Is the above Sanskrit verse there is frequent alva in the 
Irst half and the aspiration mark it left many tiroes in the 
second half. So this is an instance of vtsargalupta. 

18. A$thQna$amSQ : Compound in an improper place : 

If there is a compound in an improper place it is called 
apadasthasamasa 

Apadastasamaza and asthanasamZsa both meat* one and 
the same, 
as 

Why should Brahman who is hard-hearted be averse to 
us ! Thus they possessed the crooked faces, with the knot of the 
eye-brows that are shaking sevetely. (40) 

Here there is no compound sentence in the utterances of 
the kings who are angry with the Brahman, bot there is a com- 
pound in the statement of the poet* This is improper. So this 
is an instance of a compound in an improper place. 

19. Vncyavarjita : 

If what is to be said is not <?aid it is called vQcy&varjitQ* 
as 

We who are fallen on evil days like to live. (41 ) 

Here the word apt (though* whi^h has to be used to say 
though we ate fallen on evil days is not used. So this is a case 
of vacyavarjita, 

20. Samaptapunaratta : Starting after completion : 

To start (the same) again after completing is koown as 
samaptajwnaratta * 
as 

We are living in the forests of Vindhya, in which there 
are running deers, agitated elephants, and superior hyena again 
there are disturbed bears. (42) 

Here the sentence "there are disturbed bears'* is taken again 
after completing the first sentence that they are living in the 
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forests, etc. So this is an instance of the dUfect $am$ptapuna~ 



2h Patatprokar*a i 

Where the eminence is lost it is sa?d as patatprakarsa* 

Here [in the verse citeda bove] when it ought to have been 
said us agitated elephants, excellent hyena and running deers, 
It is not said so. So this is patatprakar$a. 

[The order of the animals belonging to the forest* given 
in the verse docs not give any excellence to the forest. Had 
the phrase running deers is brought to the end it would have 
been excellent. As it is not done so it is a defect of patatprc- 
karta.} 

22 Sambandh&varjita : Devoid of relationship ; 

When the intended construing receives a set back it 
becomes sambandhavarjita. 
as 

The slabs are (our) thrones and the trees are the umbrellas. 
Ah ! we are c3ronated again in the kingdom of evil days* (43) 

Here the relationship between the kingdom and throne, 
etc., as the slabs became thrones in this kingdom is not said 
clearly. 

[The word rajya has become subordinated or secondary in 
the compound durdakarajya. Hence, intended meaning that slabs, 
etc., have become thrones, etc. f in this kingdom is not straight 
away done as the word durdasfr obstructs it. So this is an instance 
of sambandhavarjita* he. devoid of relationship ] 

23. Adhlkapada: Word-excess: 

Where there are more words there it is called adhikapada* 

; [If the words are more than required it is called so .] 
as 

These GhrUjara ladies who are extremely white like the 
forms in the disc of the mooa are being left by their b'eloveds in 
the forests. (44) 
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Here the expression mdhB*$up$ifdar& itself Is en@tigfe 
and the compound mandalftknrarupakrama is unnecessary, i.e. it 

is excess. 

[So this is a case of the defect word-excess,] 

24 Bh&gnaprakrama : Qrderless : 

If the starting order is discorded then it become* bhagna- 
prakrama. 

Alas! for us the caves became the mansions (homes), the 
Sabaras the relatives, the Vindhya land the town, the wells the 
rivers, and the forests the pleasure gardens. (45) 

Starting the idea in plural number as in guh&h, etc,, it Is 
completed with vindhyabhufy purl in singular. 

[The order in which the expression began was given up in 
the middle. So this is bhagnakrama ] 

DEFECTS CONNECTED WITH MEANING (SENSE) 

The defects connected with sens* are said to be eighteen 
as given below : 



1. Apanha, 2* Vyartha, 3* Ek&rtha, 4, Sa$a9fiaya^ 5. 
krama, 6* Bhinna, 1. AtimStra, 8, Paru$a t 9. Virata, 10. ffino- 
pama, 1U Adhikopama^ 12. Asadf&opama, 13. Aprasiddhopama 
14. Hetvtunya, 15. Niralahkfti, 16. Atlila, 17. Viruddha a0d 
18* Sahacaracyuta. 

Their definitions and examples : 
L Apdrtha: Meaningless; 

What is devoid of the collective sense It is spoken of at 
apartha* 

[i.e. the words expressed may give sense but if there is 00 
proper collective sense, it is called apartha.] 
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Why is it the rivers arc dried up ? What news is there in 
the Cola country? The thousand hoods became heavy to %disefa 
How many are cordinal mountains ? (46) 

Here the meaning Is got at 

[There are five sentences in this verse. They have indivi- 
dual meanings. But when all put together no collective meaning 
is conveyed. So this is a case of apttrtha.1 

2. Vyanha ; Purposeless : 

If it (word) does not serve any purpose it is called 
vyartha. 

as 

The family is pure : the valour went beyond boundaries 
and your glory also is well established. How is it, the foot-rest 
of the king of Xndhras is not served by the PIndyas? (47) 

Here the eulogy that the 'family is pure* does not serve 
any purpose in the advice that the Andhra king is to be served* 

[So the expression nirmaJam kulam is purposeless and 
hence it is called vyartha*] 

3 Ekanha: Single sense: 

If the sense subsequently said is not different from what is 
already said it is called ekanha* 

as 

Having observed the children swooned, the heart broke in 
hundred ways. Having seen the children stupified, the heart is 
cut in hundreds* (48) 

Here there is no difference in the sense expressed in both 
the sentences* 

[i.e. the meaning of the first line is not different from the 
sense of the second line ] 
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This is punaruktsnha. 

4. Sasafotaya: Dotibtful : 

If there is a doubt regarding the sense of the sentence thet> 
it is called sasamsaya 
as 

Let the emaciated temples of an elephant conquer the 
breasts. Let the faded creepers laugh at the lustre of the bodies 
of the women 

OR 

i. 

Let the emaciated breasts conquer the temples of an 
elephant. Let the faded lusture of the bodies of women laugh 
at the creepers. (49) 

Here there is a doubt as to the question of subject and 
object between temples of elephants and breasts, and creepers 
and lustre of the bodies* 

[(n this verse there are two sentences as karlkumbhau 
stanau jayatSm and lats vapuh$riya1i hasantu* What is subject and 
what is object in these sentences is ambiguous, i.e whether the 
temples of an elephan t is the subject and the breasts is the object 
or vice versa and whether the creepers is the subject and the 
lustre of the bodies is object "or vice versa is doubtful. It is also 
not possible to come to a conclusion, So this is a case of 
sasatndeha.} 

S . Apakrarna ; Transgression ; 

Violation of the regular cttstom in the usual order of the 
predicates is apakrama* 
as 

Alas! In the interior of the forest the ladies are sleeping 
with their mouths opened with the grass that is falling in them 
they look as they were teaching us the same procedure. (50) 

Here 'the opening of the mouth 1 which act is to be 
spoken of after getting sleep is said to have been performed 
even before sleeping. So (as the usual order is violated) this is 
apakrama. 
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6. Bhinna : Connectionless : 

Sense devoid of connection is known as the defect 
bhmtia, 

[The meaning that is expressed in a verse should have 
logical sequence* If this is absent and no connection can be 
established between the expressions it is a defect called bhinna^\ 

as 

The creator has not surely written any script on the fore-* 
heads of the Lafas because our families are sufferieg m the 
deserts. (51) 

Here there is no connection between their sufferings in 
the desert and the absence of a script on the foreheads So this 
is bhinna* 

7. Atimmra : Impossible : 

If a sense which surpasses all the worlds it is called 



OR 

What surpasses all the worlds is called attnffltra, 
as 

Numerous streams are created by the women of the L5ta$ 
in the forest, who minimised their tears with the intention thai 
the entire universe should not become one ocean. (52) 

Here the statement that the universe becomes one ocean 
with the tears is a defect called atimatra (in view of its absur- 
dity). 

[This cannot happen anywhere in the creation* Hence 
this is an instance of atimatra.} 

8. Paru*a * Harsh : 

Where the idea is harsh it is called paru$a. 
as 

Let these children be made fire-wood in this forest- 
fire. (53) 
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This is a harsh utterance with reference to the chitdr 
who are begging fruits* 

9m Viram: Improper sentiment : 

Delineation of a sentiment at an improper time is call 

virasa, 

Moon faced ladies ! observe us with your sights that ra 
nector. Enough of your lamentations. Thus (with these ult 
ranees) the Cofa women are being tormented by the hunters. (5 

Here to request the Coja women, who were suffering 
account of being separated from their husbands, for sex 
improper. So this is virasa. 

10. Hiaopama: Simile degraded : 

Where the simile is degraded there it is called hinopama. 

as 

Enemies are killed by you like the deers by the dog 
What happened to your valour who live in the forest only ? (5 

Here the comparison with dogs is degradation. So this 
hinopama. 

[This is an instance of jatt. It can be either by jati < 



1L Adhikepama: Simile upgraded : 

Where the simile is higher, it becomes adhikopama. 
as 

These cranes which stand still in the vicinity of the pen 
are troubled by us as (in the case of) the great sages. (5( 

Here the comparison of cranes with great sages is adh 
kopama. 

[The sages are higher in status by jar/.] 

12* AsadfsopamS : Simile unjust : 

Where there is no point of comparison there it is 
fir sop am a* 
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as 

This Vindhya mountain which has the streams swelling up 
from the thick bowers is like Isvara who is excellent with Che 
flames of fire shining in the eye on the forehead, (57) 

Here there is no comparison between Vindhya mountain 
with its streams and Isvara with the flame of his tfeird eye, 



[So this is 

13. Aprastddhopama : Simile uncommon : 

If the simile is uncommon it is called apra&iddhopama* 

[ie* the simile used is usually not met with previously,] 
as 

Boy ! The faces of the fawn-eyed ladies who are without 
mirth, which possess the eyes wet with tears are like the lilies 
whose petals are corrupted by snow* (58) 

[The comparison of the faces with lilies is not met with 
any where in the poetic world. So this is aprastddhopama,} 

14. Heiusunya : Causeless : 

Narration devoid of cause is called hetttunya+ 

as 

It is waste to run in this path strewn with pearls. I will go 
on a different road to search her. This is not the way of the 
lovely eyebrowed one ! 



Here no reason is given to confirm that it was not the path 
of that girl. So this is a cause of hetu&unya. 

15. Niralankfti : Figureless : 

Where there is no figure of speech there it is called ntra* 
lankftL 

as > 

The oxen smelling the cows have created confusion in this 
forest. 54 (60) 

54. This is not the translation for the Sanskrit verse* 



204 Prataparudrlyam 

Here there is no figure of speech. This is not even svabh* 
vokti as there is so charm, 

[So this is a case of nlralanknL] 

16. A$Iila: Vulgar: 

Narration of vulgar is called ailila. 

The previous (verse) is the illustration for this also, 

17. Viwdrfha ; Opposed : 

What is opposed to place and time is always called vtrud* 



(Opposed to place, time, education, nature^ etc,, are the 
varieties of this*] 
as 

There is a salty ocean which is boundless near at hand in 
the north. The Ganges does not quench our thirst even in this 
deiert (61) 

Here to say that the ocean is in the north near at hand is 
opposed to the direction and to say Ganges in the desert is 
opposed to the place, 

(Another example] : 

The women are decorating themselves with the ornaments, 
the pearls of which are obtained from the womb of the fearful 
horns of the forest buffalos, though costly, (62) 

Here the binh of the pearls from the horns of buffalos is 
opposed to the nature. So this is also an instance of viruddha* 

IS, Sahacarabhrasfa: Unequal combination: 

If there is a combination of unequals it is called $aha 



The Veda with an expiatory rite, a lady with modey f the 
sex with cupid, the mind with knowledge and the enemies with 
avocation of the f&feta; (always) HveJ ' "" ! < 



Dosa Prakarapain 205 

Here 'the sex with eupid* etc." does not go band in hand 
with the other items numerated. This is an instance of the 
defect sahaearahhra^a* 

Like wise other blemishes or defects ire to be considered 

as and when they occur. To indicate them verbally is a defect 
in the case of ram and bhava, etc, 

[Defects of the sentiment ; 

The rasas like ifngara* etc., the vyabhicSrim like nirveda^ 
etc., and the sthsyins like rati> etc*, should never be made verbal* 



The rasa can be realised only in the presence of 
And it is not possible in their absence. If the mbhnvas are pro* 
perly delineated there will be the rise of the rasa even without 
being mentioned verbally. From this it is understood that the 
rasa is always suggested but not made verbal which means that 
if it is made verbal it becomes a blemish. 

Some opine that rasa is beyond speech and mind and it ii 
akin to Brahm&nanda* When the vfbhava$ 9 etc, 5 are properly 
combined, there arises the rasa which should be enjoyed only by 
contemplation. Even then at times as Brahmananda is made 
verbal, this rasa also can be made verbal and it cannot be a 
blemish*] 



The Chapter on Do?as $itd$ 



CHAPTER ON QUALITIES 

The following are the twentyfour qualities : 

U Step, 2. Prasada, 3* Samata, 4. Madhurya, 5. Suku* 
maram, 6. *Anhavyakn> 1. UdSratS, 8. Kanti, 9. Udmtata, 
10, Ojas, 11. Susabdatn* 12. Preyas, 13. Aurjitya, 14. Vismra, 
15. SamadM, 16. Sauksmya, 11. Gambhirya, 18. Saipksepa* 
19. Bhavika, 20. Sammitattva, 21. Praudhi, 22. Ri, 23. t/&*i; 
tod 24. Ga/f* 

Among the above some are consider ed qualities as they 
ward off the blemishes and others become qualities as they 
become the cause of elevation by nature itself. Here those 
that elevate the charm by themselves they are considered most 
excellent* A section of the scholars does not accept those that 
ward off the blemishes as qualities. It is only in the opinion of 
those who accept that the absence of blemish is the quality, the 
Maukum&rya* etc* 9 becomes the qualities* 

L Sat/kumarya is accepted as quality only to reject tho 

defect like kmtikatu* 
2* To reject th defect gramya, the quality kanti is accepted ., 

3. Arthavyakti wards off the defect apusffirtha. 

4. The quality sammitauva is to be accepted for rejecting 
the defects like nyunapada and adhikapada. 

5. Udattats is to be considered for cancelling the defect 
anucitartha. 

6. Aurjitya must be accepted to overcome the defect 
visandht* 

7. Ritt is essential to undo the defect patatprakarqa* 

8. Pras&da is required fof opposing the blemish ktt$a* 

9. The quality ukti is to be considered for warding off 



10. Sausabda is required to negate 

11. Samats is essential to cross over the defect prakrcma- 
bhahga. 

12. Preyoguqa is to be accepted for cancelling the defect 
paruna. 
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In the same manner it is to be noted that some others also 
become qualities as they cancel! the defects 

Their definitions and example : 
L Slesa : Adherence : 

If the words naturally adhere to each other it is called 
ilesa (adherence). 

[i.e. all the words appear as one only] 

as 

We are not competent to eulogise Kakati-VIrarudra whose 
feet were made to shine by the lustre of the diamonds that 
twinkle io the heads of all other kings; whose weil established 
valour rises; who is always allert in the protection of the uni* 
verse; who covered the entire firmament with the canopy of his 
moon-light-like qualities that are eternal and who possessed 
abundant splendour. (1) 

In the above Sanskrit verse the appearance of all the 
words as one unit is klesa. 

[As all the words are closely adhered to one another with- 
out any pause it is called le$a. This is from the root s/if *to 
unite 9 * This quality can be better understood at the time of 
reading the original Sanskrit verse only.] 

2: PrasQda: Perspicuity. 

To possess words that express the established meaning is 
said prasada. 

as 

This lord Prataparudra shines by himself as Laksmipati, 
because his eyes are captivating like the blossomed lotus. (2) 

Here as all the words express the sense immediately it is 



known as pras&daguna 



[Lak&nlpati i.e. the husband of goddess LaksmI is known 
as putidarikaksa. In the present case Pratiparudra's eyes alto 
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resemble puydartfc 'lotus*. On listening to the words used in the 
verse the intended meaning is flashed in the mind without any 
difficulty. As such this is 



3. Samam : 

To narrate without uneveaness is called samata [i.e. the 

style must be even throughout,} 

as 

The qualities of the lord VIrarudra, that are fragrant like 
the bouquet of the Kalpavrksa, that are capable of defying th@ 

sweetness of the nector and that touch the vitals of the billows 
strolling in the celestial Ganges are satisfying the ears of the 

wise in this world* (3) 

Here the evenness of narration in the four feet is samata* 

[As the style is even here the defect prakrarnabhanga is 
overcome, As there is no imevenness anywhere in the verse it 
is called $arnataJ A 

4* M&dhurya : Sweetness : 

If words in the sentence are separate it is called 
niftdhurya* 

[i.e there won*t be euphonic combination in the words $0* 
they appear clear and distinct,] 

as 

The lustre of the glory of the Kakati-lord, is attaining the 
status of the silk garments on the buttocks of the quarters, achiev- 
ing the splendour of the sports of the pearl necklece on the bossom 
(of the quarters), and possessing the beauty of the garland of 
the jasmins on the htads (of the quarters) . (4) 

In these sentences the words are separated even at the 
time of reading* So this is madhurya* 

[i.e. the words are simple; they are not adhering to one 
another and look completely separated* There are no com- 
pounds.] 
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5. Saukumarya Deli cat cues s : 

If there are delicate letters it is called saukum&rya. Deli* 
cateness is found in th? letters accompanied by nasals* 

as - 

There shines moon-light even during the day in the city of 
the Kakati-lord due to the moon-faced ladies who sprinkle 
boundless joy. (8) 

[The delicacy of the letters employed in the verse cao be 
experienced while reading the verse.] 

6. Anhavyakri : 

If the sentence is complete (In all aspects) it is known ai 
arthavyaktL 

as 

When tbe king Virarudra whose rising valour is boundless, 
is acting as the protector, the earth (middle world) is enjoying 
the entire fortune If not all the three worlds are attaining 
blessedness because a fraction of Hari, having descended into 
the Kakati- family is sporting at wilL (9) 



giving out the meaning of the sentence, as there is no 
scope for any kind of enquiry, here it is complete and hence it is 
arthavyakti* 

[This can eel is the defect asarlraJ\ 

7. K&nti: Grandeur: 

The splendour in the composition is known as kSnti. 
as 

When the sky, with the dust particles raised in the victory 
marches of the triumphant king Kakati-Vlrarudra spreading 
through it, bears a doubt as earth, the river (Ganges) known 
as the well in the sky possessing wider banks (because of the 
dust raised) has become the river of the human beings and the 
Godavarl heavily deepening itself is becoming the Ganges of 
the nether lands. (10) 



661 14 
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[As the style is shining with splendour, here, it is an 
instance of the quality kantiJ] 

8. Audftrya : Excellence ; 

If the letters in a composition stand like dancing it is tfaeo 
called audarya. 

[i.e. the excellence of a dance is to be noticed in a 
composition for audarya.} 
as 

The soldiers of the Andhra are creating in other kings the 
fear of the battle fields where the goblins having eaten meat too 
much, vying with each other to drink blood stating *I am first 
and I am first*, (are) possessing frightful foreteeth with the 
sounds kat, kat produced at the time of crushing the big bones 
and drowning in the streams of marrow flowed from the (dead) 
elephants* (II) 

[In this verse the letters employed look like dancing; 
usually this is noticed in compounds. So this is a case of 



9. Udattatfi : Befitting, 

If the attributes employed are befitting there appears 
'udsttata. 

ms 

The army of the king Rudra is filled with the roaring 
elephants scattered, the neighing horses agitated, the chariots 
sporting, and the roaring soldiers. (12) 

[As the attributes used with respect to elephants, horses 
chariots and soldiers are befitting this is a case of udmtats.] 

IQ* Ojas : Strength or energy : 

Abundance in compounds is ojas. 
as 

The colonies (of the horses) of the scholars of the king 
VIrarudra are happy on earth, with their compounds possessing 
$he pleasant talkativsnw *na4e up of the sounds of the 
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of bees hovering with greediness for fragrance of the stream of 
rut of the multitude of the magestic elephants and become lovely 
due to their boundless magnitude. (13) 

[As this Is beset with compounds it is a case of ojas.] 

1L Sausabdya: Elegently worded. 

The usage of the nouns and verbs In accordance with their 
derivations is known as samabdya* 
as 

Had who is in the form of VJrarudra protecting the people 
who have got good progeny^ with that rub against the banks 
of the circle of quarters and that touch the sky, who has the 
method of doing good to the three worlds, and who is complete 
(in all respects) with matchless qualities to put an end to the 
wicked on this earth is now moving in the family of the 
Kakati. (14) 

[Here, the words kulamudvahakatha, abhrankasa, supra/as, 
ksemankara, and adhyambhavimu are responsible to endow the 
verse with, the quality sausabdya as they are in tune with the 

derivations. 

Kulam udvahantltl kulamudvahSh; abhram katantiti abhram* 
kasah, iobhana praja ytts&m tah suprajnsdh; ktemam karotiti 
ksemamkarah, Qdhyo bhavatiti SdhyambhavistfuJ^ are all in accor- 
dance with the rules of grammar and quite befitting in thecon- 
text* So this is a case of sausabdya. 

It is not proper te say that this quality sausabdya, is to 
ward off the defect cyutasamskara wherein are found the words 
with ungrammatical forms. But this quality is not the opposite 
of it. Here the words are always used in keeping with theetymo* 
logical sense, which becomes befitting in the context. So this 
can be considered as a speciality which has nothing to do with the 
defect cyutasamskara. This is an independent quality.] 

12. Preyas : Sweetness: 

To speak in a sweet manner is known as the quality 
preyas* 
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as 

Ob Kakail~!ord ! There is in you courtesy, competency, 
kindness, loftiness, audocity, heroism, the wealth of arts* 
wealth, rnagnaoimtty. fortitude and fitness to bear the 
universe you rale the earth for hundred brahmakalpas. (15) 

[The utterances here are with full of love and affection. So 

this is a case of preyas, which is opposed to the defect parusa*] 

13. Aurjitya : 

A conspjsitioo tightly drawn is know as possessing the 
quality aurjitya. 

as 

The sports of the mace-like arms of the king Rudra whose 
valour is being elevated are capable of protecting the earth and 
warding off the agitation of the universe. They possess unper- 
ceivable arrows (I.e* the skill with which he discharges hii 
weapons cannot be understood,) They have the raised swords 
to punish the sides of the wicked k?atriyas and they are the 
thunder-bolts for cutting off the pride of mountains of th 
wicked. 



14. SamUdhi Transference of qualities : 

To attribute the qualities of one to the other it samadhL 

as 

The great glory of Vlrarudra is becoming splendid in the 
three worlds, by enquiring the milk-ocean the welfare, follow* 
ing the Kailasa with respect, honouring frequently, the celestial 
river (Ganges) with sweet utterance; similarly at the moon before 
and extending a welcome compassionately to the swans of the 
chariot of Brahman, nj\ 

[Here the properties of the animate objects like enquiring, 
etc., is said to have been possessed by the formless fame and the 
activities are connected to the inanimate objects. So this is a 
case f 
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Expansion : 

If there is further elaboration of what is already said it is 
known as the quality vistara 

It is only the leader nf the scrpants, i.e. Adisesa who is 
competent in three worlds to eulogise the qualities of the Kakati- 
lord to look at them again to listen and ccngratulate them 
Because the mouths of this leader who is competent are one 
thousand. His eyes are two thousands, the snipe are the ears, 
and the hoods that are modmg with wonder are one 
thousand. 



[Here the second half of the verse contains expfaettion 
in support of the statements given in the first half. So this is an 
instance of vistara.} 

16+ Sammitattva: Sufficiency: 

The presence of sufficient vocabulary to the intended sense 
Is called sammitattva, 

as 

Tfa ladies in the form of quarters are converting the 
qualities of the Kakati-king into ear-ornaments, and basinearing 
the fame of sandal (on their bodies; 



[Here there are all the words that are required for the 
correct expression* So this \$ sammitattva.} 

17. Gambhlrya : Deep : 

If any thing i* beset with suggestion it is gambhirya. 
as 

In the sword of Kakati-rodra there is poison; in the fame 
there is the Ganges; in the enemies there is the garment bf quar- 
ters and in the face there is the moon, (20) 

Here it suggests that forSankara there is poison in throat, 
Ganges on the head, the garment of quarters on the loins and the 
moon on the head. 



[Hence this is a case of gambhirya+'\ 
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IS. Samksepa : Brevity: 

Brevity ia expression is called samksepa. 
as 

There is the family of the Kakatiyas; and many king 
were there in it. This lord Virarudra is the heap of thei 
fortunes. n\ 

[The very brief statement found here that Virarudra i 
the heap of fortune of all other kings of the family s,peaks mud 
of his greatness. As this is briefly said it is called samksepa.} 

19, Sauksmya : 

If the intended meaning lies dorment in the woids it i: 
called sauksmya. 

as 

The roots sth3, krn and bhu with the prefixes adhi, adhal 
and part are (being) construed always with the Kakati-lord ic 
the sense of an agent and in others (his enemies) in the sense of 
au object. (22) 

Here as the forms adhitisthati, adhahkaroti fend paribhavat 
are intended to be expressed; n is sauksmya. 

[The forms in the sense of an agent are adhitisthati, adhdh* 
karmi and paribhavaii, and when they are used they mean that 
Virarudra 1S ascending the throne putting down the enemies, 
and msulting the foes. But in the sense of an object in the 
cas_e of others the forms are adhisfhiyate, adhahkriyate and part. 
uate Here it is to be said that the enemy's tentory is being 
y 8 



the 

* is 




f 
on ibid. 
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2O. Prattdhi: Variety in expression : 

The speciality in the manifoldness of expreskn Is known 
21 s praudhi. 
as 

The poets are speculating the king VIrarudra as the repeti- 
tion of Brahman, the recurrence of Isvara, the reiteration of 
Visnu; the reflection of the Meru mountain, the rising of the 
moon, the rebi th of Karna, etc., the whole substance of the 
ka!pa tree and the manifestation of the kamadhenu, (23) 

[This means that the King Virarudra is as great as the 
objects enumerated above Instead of sayirg directly the poet 
has put it charmingly in an indirect manner. So this is a case 
of 



Ukti : 

Poets know that an adroit speech is said as ukti. 
as 

Eagerness in lotuses (kamala) for you, who are a king (raja) 
possessing beautiful behaviour and fortune* is observable. 
Altnough you are a Bhasvin you will adorn that kuvalaya- 
laksmi* (24) 

[Here the word raja means king as well n$ IBOOB. 
Kamal&sakti means the anxiety or eagerness for lotuses and for- 
tune. So to say that the Moon is eager for lotuses is wonderful* 

The word bhasvSn means lotuses as well as the Sun and 
kuvalaya means lilies as well as the earth. 

Because of the possession of the above nature his beha* 
viour is described as wonderfuL So this is a case of ukti ] 

22- Riti : Maintenance of order : 

If the beginning and end are alike it is called riff. 
as 

The king follows the six qualities, insults the six enemies t 
accepts the six darsanas (systems of philosophy) and maintains 
(types of) forces. (25) 
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[Sandhi, vigraha* yttna, asana, dvaidha and 3sraya are th 
sadgunas. Kama, krodha, lobha, mada, moha and matsarya ar 
the sadripus. 

Nyaya, Vaisesika, Samkhya, Yoga, Pucvamimlmsa am 
Uttaramlmamsa are the saddarsanas* 



> bhrtya^ mltra^ strl^ atavika and amiirabala are the 
qadbalas. 

la this verse as the word saf appears in equal importance 
the end becomes as good as the beginning. So this is an 
iastaace of t&e quality riti This is opposed to the defect patat* 
prakarsa as observed before.] 

2J. Bhavika : AflFectionate expression: 

If there is the expressioa of love aad affection it is called 
(the quality) bhAvika. 

as 

Oh master! son! the ornament of the family ! VIrarudra ! 
the lord of the universe! I am placed at the top of those who 
have children by you niy child ! (26) 

The style of the sentence in which there are addresses 
like master! SOB !, etc. is because of the affection for the king. 

[This is a case of bh&vika. There lies affection certainly 
in the address of the father to a son.] 

i4. Gati : 

If there is the ascendency and dcscendency of the svaras 
(syllable) in a pleasant manner it is known as gatL 

Long letters cause ascendency while short ones cause 
desceadency,] 

as 

Though the three worlds are illuminated always by the 
lustre which is sharp like the rays of the sun and boundless of 
$he Kakati lord, thick darkness overflows the hearts of the 
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nemy kings ia spite of possessing the fire of inflated afflic- 
tion (17) 

Here in the first half because of the presence of long let- 
ters, there is ftroha and in the second half (on account of the 
short letters) there is avaroha. 

Some 56 opine that these qualities can be connected to 
the sense also. But according to the ancient scholars these 
qualities are connected with satpghatanz only. It is said in 
the Alank&ra$arva$va 51 that tin; distinction between gunas and 
alank&rQS is connected with the samghatanft-dhamia and sab- 
d&rtha-dharma (i.e. gunas or qualities) are connected with $ai$%ha 
tana whereas the alankaras or figures are coBnected with sabda 
and artha. Based on this method only the difference between 
guqas and aldnkZras is maintained. Otherwise it is impossible to 
maintain the difference* The nature of gunas and alank&ra$ is 
only to beautify the composition. This is said by Rudrabhalfa* 

'What is responsible for the beauty of a composition is 
acclaimed as figures of speech. Even guna or quality is 10 be 
understood in the same way and contrary to this becomes 
ft blemish/ 

Hence to say that gunas are conceded with samgha^anS is 
proper* 

[The view of Vamana is not tenable here* According to 
him r\tl is the soul of poetry which is of three kinds - vaidarbhi, 
gaudi and pancali. Tth^vaMarbhi possesses all the qualifies 
w j iereas the other two possess some qualities only. 



If tke view of Vamana were to be accepted all the quali- 
ties must become the beautifying factors. Then it is only the 
vaidarbhi-riti that becomes fit for being the soul of the 
poetry and not the remaning two as they do not possess all the 

~56. VImana says that ten qualities like Mesa, pmsada*sic., connected 
with word ire also made applicable to the sense. 



57, cf, 

Alamkarasarvasva of Ruyyaka, p. 10 (ed. by 3.S. 
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qualities, Hence it is not proper to say that there must be i 
the qualifies present to beautify a composition If this were 
be tiie case the material that possesses the quality ojos oj 
becomes a ktiya which is not desirable, So it is not proper 
say that the qualities are the beautifying factors and ahMr 
as the factors of enhancing the beauty, 

Again the ancients accpeted that the $ksa t etc; are tl 
qualities connected with iobto or word, This is only possible 
the view of Ubdhta, etc. Bhamaha and others, merge */qa, et 
in iwdhury^sti, According to them the ;tM<u aretheproperti 
of rm and ahnkSras are the properties of idbda and arth 
BecaQise of this only on the previous occasion Vidjanatha sa 
that mprtsa, etc,, are like necklece, etc,, and i/efa, .etc,, a; 
like valour, etc.] 



The Chapter on Gms 



CHAPTER ON FIGURES OF SPEECH 
THE SABDALANKARAS 

Determination of the characteristics of the figures of speech; 

After the determination of gtmas, alankSras are being 
defined* Alahkara is that by which it is embellished or afankftra 
ii the cause of loveliness* It is said in the KSvyaprakasa ; 

"Like the necklace, etc. adorn the person through the 
limbs that are adorned by them the figures like anuprasa and 
up am a adorn (the existing rasa through the word and meaning 
adorning them)' 5 , 

Just as the celebrated bracelets, anklets, etc., adorning 
the limbs like hands aod feet, adorn ihe person having the limbs 
(who wears them), the celebrated figures of speech anuprasa, 
upama, etc., adorning the parts, the word and meaning, adorn 
the whole, namely the kavya itself. 

As in this world the alonk&ryalankara-bh&va (the relation 
of the decoration and the decorated) exists in the kavya 
also as asrayB$rayi-bhava (the relation of the container 
and the contained). Though the gunas (qualities) and 
alankSras (figures) cause loveliness their difference is because of 
their difference in substratum The gunas are connected with 
iamghafana (texture) whereas the alankSras are connected with 
sab da and art ha. 

Difference between gunas and alankSras: 

Gunas: I. They are the properties of rasa y 2. They do 
not have separate existence. Le, they co-exist with rasa always, 
3. They essentially adorn the rasa, and 4, They independently 
and directly work up in rasa, 



1. They are not the properties of rasa, 

2. They can exist independently even in the absence of m$a> 

3. There is no rale that they should essentially become the 
beautifying factors for rasa, and 4. They establish rasa through 
fhe other limbs only, i.e. word and sense, 
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Division of alahkaras of figures : 

At first the alankaras are of three types as : 

1. abdalankaras> 2. arth&lGnkuras and 3, ubhaySlan* 

karas l 

The anhalankaras are again of four kinds : 

Those in whkh : 

I. the scase in the form of an idea (vasturupa) is implicit 
or becomes the suggested content. 

2* similarity is implied. 

3. rasa and bhava arts suggested, and 

4. the implicit sense is met explicit, i.e. the rasa and 
bhava are subordinated. 

1. Those in which the vastu is made implicit are : 

1. Samasokti, 2 t parySyokti, 3, Sksepa, 4, vySjastuti, 5* upa* 
meyopama f 6. ana^vaya 7, atUayoktl^ 8. parlkara^ 9* aprastuta** 
prasamsS, 10, anuktanimittav!$e?oktL 



In these cases the va^/i/ that is implicit helps ornamenta* 
tion of the composition, 

2. Those in which similarity is implicit : 

1. Rupeka, 2. parfyama, 3. $a^deha % 4* bhranttmat, 5. Me 
kha, 6 apahnava, 7. utprek$5 9 8, maraqa, 9. tulyayogim, 
10. rfi/wifca, 11. prativastupama, 12. df$ttnta, 13. sahokti, 
14. vyatireka, 15. nidarsanz aad 16, s/ 



In these cases there is the similarity that is iinpUct. 
3. Those in which raw, etc, are implicit; 



I. ItoMVflf, 2. ^reyos, 3. Sr/aw; 4. $am&htta, 5, 
o, 6. bhavasamdhi and 7. 



U cg, annprasa, upamS and latanupmsa respectively. 
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10 these cases rasa, bhQva^ etc. are suggested. (BBf they 
become implicit only in a secondary way. As such they are 
termed gunlbhuiavyahgyas.) 

4. Those in which the implicit sense is not explicit ; (a&phufa- 
pratiyam&nas) . 

1. Upam> 2. vinokti, 3. arthantaranyasa^ 4 virodha* 

5. vibhavan&s 6. uktagunanimittavise^okti 7. visama 9 8. $@m&* 
9. citra, 10. adhika, 11. any&nya, 12, kdranamsls, 1?, k&vaK 9 
14. vyaghata, 15. maladtpaka* 16. kavyaiinga, 17. amum&n& 9 
18 ,s#r<a, 19. yath&satnkhya, 20. arthspatti, 21. pary&ya 9 22, pari- 
vr//f, 23. parlsamkhya, 24, vikalpa^ 25. samuccaya, 26* sam&dhi* 
27. pratyanika, 28. pratlpa^ 29. vfsesa, 30, nimilana* 31. sam&nya 9 
32* asangati, 33. tadguita* 34. atadguqa* 35. vy&jekti, 36 vakroktf, 
37. svabhavokti, 38. bh&vika and 39. 



In these figures nothing that creates charm ia the minds 
of connoisseurs is implicit in a definite manner. 

TTie division cf figures based on similarity: 

The similarity is of three kinds x 1. Where the differenc 
is important. 2. Where nondifference is important, and 3* Wbere 
the similarity is based on both difference and non difference. 

A upamana and upameya are two different entities the 
case where non-difference is important^ is not real; i>ut it is 
only a babda* i.e* pertaining to the iabda* 

a) Abhedapradhftnas : Where non*differeoce is important : 

1. JRupaka, 2. pariqama, 3. samdeha, 4. bhr^ntimat, 5 
fc/itf arid 6 apahnava. 

b) Bhedapradh&nas : Where the difference is important : 

1. Dipaka, 2. tulyayagita, 3, nidariana, 4. df 
5. prativastupama , 6. mhoktt, 7. pratipa and 8, vyatireka* 

c) Bhedabhedapradh&nas : Where the similarity is based both 
on difference and non-difference 2 

L Upamft, 2. ananvaja, 3. upameyopamft and 4. 
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2. Adhyavasftyamulas ; Based on adhyavasaya or identification | 

L Utpreksa and 2, atisayoktt. 

3. Vlrodhamulas : Based on contradiction or inconsistency : 

L Vibhavana, 2. visesokti, 3* visama^ 4. citra, 5. asangati, 
6, any&nya, 7. vyaghata> 8. atadguna, 9, bhQvika and 10. viiesa. 

[Contradiction or inconsistency is the primary factor in 

these figures. The charm arises out of those controdiction* 
only.] 

4. VakyanySyamulas : Based on the proverbial illustration of 
Mimasmaiastra . 

I. Yathasamkhya, 2. parisatpkhya> 3. artJmpatti, 4. vikalpa 
and 5 samuccaya. 

[These alankaras produce charm with the help of maxims 
that occur in 



5, Lokavyavahsramulas : Based on the practices or ways of the 
world : 

L Parivftti, 2. pratyanika, 3. tadguna, 4. samsdhi, 5. 

6. wabhSvokti, 7. udatta and 8. vinoktL 

[They contain the practices of the public,] 

6. Tarkany&yamnlas ; Based on the maxims of logic : 

i Kavyalinga, 2. anum&na and 3. anhQntaranyasa. 

7. fynkhalavaicityamutas : Based on th charm of chains : 

I. Karaqamma, 2. eksvali, 3. malMipaka and 4. & 



[In these four figures the object seems to be interlinked as 
P roducti ^ of ^arm is due to this interlinking 



5, dpahnammulas .- Based on concealment i 
L ryajotol, 2. vakroktiznt 3 
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[Here there is the concealment of one object by the other 
due to which there arises the charm.] 

9. VUesanavaicitryamulas : Based on the attributes : 
1 . Samasokti and 2. parikara. 

These two are based on the charm produced by the attri- 
butes of the objects used.] 

The (mutual) difference among the figures ; 

Although superimposition is the underlying principle, 
basing an utility and non-utility of the object upon which seme 
thing is superimposed there arises difference between parinama 
and rupaka (commutation and metaphor). The difference bet- 
ween ull&kha (representation) and rupaka (metaphor) depends 
on the existence and non-existence of the form of objects 
superimposed on the objects of imposition. The difference 
among samdeha (doubt) , bhranti (error) and apahnmi (conceal- 
ment) is due to doubt, error and concealment of the object OB 
hand respectively. 

The upam9 (simile), anamaya (self-composition) and 
upameyopama (reciprocal comparison), due to the expression 
of similarity, are different from tulyayogita (equal pairing), 
dipaka (illuminator), nidarsana (illustration), vyatireka 
(contrast) and dfsfanta (exaraplification), though they are based 
on similarity. Between upameyopamn (reciprocal comparison) 
and prativnstupama (typical comparison) the difference lies in 
the expression and implication of the similarity. The difference 
between prativastUpama and drsfanta is because of the vastu* 
prQtivastubh&va and bimbapratibimbabhava. The tulyayogita and 
dipaka differ from each other by the combination (samastm) and 
seperation (vyasta) of the objects 00 hand and not on hand. 

The difference between upamftna and utprek&a lies in the 
nature of the upamSna whether it is well known or not. Because 
of the similarity in meaning and word there is the difference 
between upamU and Mesa. On account of the difference and 
non-difference between upamQna and upameya there lies the 
<!ifferen.ce between upam3 and ananvaya. Upam9n&pameya and 
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ananvaya differ because of *he difference in expressing the 
nopameyabhSva either alternatively or once. Aprastutapraiams* 
and samasokti differ in respect of making the subject on haB< 
expressed or implied. In pary&yokti both the expressed and tin 
suggested serve the purpose on hand while in aprastutapraSamsi 
the expressed does not serve the object that is on hand. Ksvya 
lingadlS&ts from anumanam the matter of non-existence of yyapt 
and pakzadharmata. When the difference is not obtained because 
of the mentioned qualities present It becomes sSmanya. Ii 
milana there will be the disappearance of the less qualitiei 
because of the higher qualities present. Uttaralankara differs 
from parisamkhyd in not having an intention to cut off one from 
others. Samftdhi exists where the purpose is achieved uBcxpee* 
tedly by means of some other reason. The second variety of sam- 
uccaya exists where the causes come of their own accord vying 
with each other to produce the effect. The difference between 
apahnava and vyajastuti lies in making what is to be concealed 
as expressed or concealed. Differences among others is quits 
clear. Though there is similarity among vyajokti and sttm&nya^ 
as it is not considered they are not enumerated in the list of 
, i e. based on similarity. 



FIGURES CONNECTED WITH WORDS 

Ssbd&lank&ras : 

After the categorization of the (features) of the figures of 
speech, as kabda happens to be internal between iabda and ar tha, 
the abd&Iank$ra$ are first being enumerated. 

[A composition is made up of kabda and artha. Similar is 
the case with figure also. Between the two, i e., nabda and anha, 
mbda is first comprehended. Then only the artha or meaning is 
comprehended. Unless there is the comprehension of tmbda 
there cannot be the comprehension of meaning. Therefore in 
respect of comprehension iaMa becomes internal. So the impor- 
tance it for nnbda. If the word alone can bring about the charm 
it is called sabdslankara, i.e. the charm in expression lies In the 
usage of the words.] 
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7* Chek&nuprasa : Alliteration of the learned. 

Where there is the repetition of the pairs of double con- 
sonants without any gap there, according to the learned, exists 
chekanuprasa. (1) 

Where there is repetition of the pairs of consonants coc 
sequently there it is called chek&nuprasa. 
as 

The k ; nj (Prataparudra) who conquered the ksatriyas in 
war and who possesses shining qualities is holding the Earth in 
his h.ind which does good and which resembles adisesa. (2) 

In this Sanskrit verse in all the four quarters there is the 
repiiition of the pairs of consonants as mahi~-mahi> kare-kare; 
janya-janya and raj 3 -raja. Hence this is chekQnuprasa. 

[As this repetition is usually adopted by chekas i.e., intel* 
ligent people, if is called cheknnupr&sa. Birds that safely dwell 
in thoii nests are also called chekas. They do not harm any one* 
As they are happy they sing sweetly. In the same manner the 
repiction here also is sweet. As such this is called chekanu- 
Anupr&sa oie.ins alliteration or repetition. 



Repetition is of three types : 1- repetition of meaning, 
2. repetition of word and 3. repetition of both word and 
meaning. Repetition of meaning is considered as a blemish. In 
the repetition of word, either the vowels or the consonants can 
be repeated* In the matters of figures repetition of simple 
vowels does not create beauty. As such it need not be consi- 
dered. The repetition of consonants only or the repetition of 
vowels or consonants enhances the beauty of a composition. If 
there is a limit of the vowels and consonants in the case of repe* 
tition it is called chekftnuprasa* Otherwise it becomes vfttyanti* 
prasa* So the author of the Alankarasarvasva feels that it is better 
to illustrate chekanuprasa first. As such it is illustrated in the 
beginning.] 

2. Vfttyanupr&sa : Alliteration of consonants. 

It is called vrttyanuprBsa where there is the repetition of 
one, two, three, etc., of the consonants. (3) 



661 ~ 15 
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Here as there is no limit for the consonants as in the case 
of chekanuprasa, the repetition of the consonants (vyanjanas) 
mr.y be either one, two, three or even four. 

[If a siogle consonant is repeated often times it becomes 
vrttyanuprSsa. The repetition of pairs also can be brought 

aVtif at intervals. The repetition of three consonants also can 
he shown oece or many times, This can be done either without 
intervals or with intervals. Same is the ca^e with fcur syllables 
also. The varieties that can be brought about in accordance 
with the above procedure is shown below : 

1. T-> repeat a single consonant many times* 

2. To repeat the pairs of coosonants without interval once. 

3. To repeat the pairs of consonants with interval once, 

4. To repeat the pairs of covenants with interval many times. 

5. To repeat three consonants without interval once. 

6. To repeat three consonants without interval may times* 

7. To repeat the pairs of consonants with interval once. 

8. To repeat the pairs of consonants with interval many tiroes. 
9- To repeat four consonants without interval once, 

10* To repeat four consonants without interval many times. 

11. To repeat the pairs of consonants with interval once. 

12, To repeat the pairs of consonants with interval many times, 

These twelve varieties are to be considered again in the 
light of conjuat consonants or simple consonants. Then there 
will be twentyfour varieties. These two, i.e chekanuprasa and 
vrttyanuprasa are always connected with the repetition of con* 
sonants only. If by any chance the repetition of vowels is found 
it is not to be reckoned with.] 

as 

,u ^? h wretched kings 1 for a movement look at the army of 
tte Kafcati-lord, which has the soldiers fearful to look at with 
their swords raised. If you war (with him) you attain. It is 

r^Ve , !T to tbe ':""" Huw can tbere be safe * r * 

W\J til SC t VCR ITU r rl* /"*si t/<aK> j^f 41^^. - . 

f . * IVCJ i" me caves or the mountains where the hyenas nrr 
loitering. nyenas are 
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[Here because of the repetition of the pair of consonants 
ks for many times it is a case of vrttyanuprasa*} 

5. Yamaka : Alliteration of syllables. 

The repetition or the alliteration of the vowels as well as 
the pairs of consonants is known as yamaka. 

The repetition of vowels io chekanupr&sa and vrttyanuprasa 
is only secondary. But in yamaka the repetition of both the 
vowels as well as the pairs of consonants must be present. There 
are many types depending on, the beginning, middle and end. 
Here this is a mere illustration. 

as 

The valour of the Kakati-lord which is wonderfully lustrous 
is possessing the splendour of the Sun who is the beloved of the 
lotuses* 

Here there is the repetition of both vowels and consonants 
ia the words mahimatejasah and mah&mahimatejah* As such this 
is a case of yamaka."] 

4. PunaruktavadQbh&sa : Appearance of repitition. 

It is called the figure punaruktavadnbh&sa where the sense 
looks repeated in the beginning, by the scholars. 

Where the meaning looks repeated at first but becomes 
otherwise at the time of construing there exists the figure called 
punaruktavadabh&sa. Though it happens to be a figure connected 
with sense as there is the repetition of the word, this is spoken 
of in figures connected with words. 

as 

The Kakati-lord, who is victorious, lord of the kings 
(the husband of wealth), the affluent, the highest amone men, the 
resplendent and bright like the lustre of the Sun, is shming. (4) 

[Here the words in the verse appear as if they are synonyms, 
but differ in their meanings* So this is a case of punaruktavapa* 
bhftsa.'} 
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Mow the figure connected with repetition of both the 
Sabda and artha is illustrated : 

5 Lstsnupr3sa ; Alliteration of Latas* 

The scholars of sahitya opine that the repetition of both 
word and meaning with a difference in purpose is (said to be) 



[As ! his is mostly used in the Lata country it is named 
latnnup r asa Here though there is the repetition of both 
word and meaning when the question of purport counes the mean- 
ing does not become a re, etition. As such it does not come 
under the blemish punarukti. The meaning of the first word 
becomes the expressed while the meaning of the second word 
becomes the implicit or suggested. Hence there will be the 
difference in purport in this latanuprasa.] 

as 

The qualities that are observed in the king Rudra are con* 
sidered to be the qualities. His policy is the only policy and 
his wealth alone is said to be the wealth. (5) 

[Here the repeated words gunah> nltih and laksmih are to 
be explained as belonging to the highest order, i.e. the qualities 
belonging to the king Pra'aparudra only are to be considered as 
ths highest qualities that can be expected of a person but not 
the qualities possessed by others The policies of Prataparudra 
are highly commendable but not those of others In the same 
manner the wealth of Prataparudra only is fit to be reckond as 
wealth but not that of others, as it is put to the best use. As 
such the first word culminates only in its verbal sense, whereas 
the second wcrd that is repeated culminates in the suggested 
sense or in the sense other than the first So this is a case of 
iBfBttitprBsci.'] 

I 
6. Citra : Variegated. 

If the letters are in the shape of the petals of lotus, etc.. It 
is called citra. 



The word Sdi, etc. indicates cakrebandha* ngaw* 
murajabandha* musMandha, gomutrikabandha, mmbandha, etc,] 
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Tllustratioo of eight petaled lotus (astadalapadmabandha) , 
i.e. the illustration where the letters are written 4n the shape of 
the eight petals of a lotus in a particular order* 

Let the completely subdued kamala (wealth), who obtained 
the throne that is in the golden pillared court ball, who is in tbe 
seas that are in the chariots yoked to the horses, et*%, who 
possesses the peculiar says that are well understood by constant 
concentration, who understands well the worship, who has 
worthy participants, who is attached to the wise, who is sung, 
who is interested ia sacrifice (by wealth), who understands the 
devotion and who possesses the auspeciousness due to the grains 
of a village made fruitful in the case of the fortunate, provide 
comfort to the best of the kings (i e* Vlrarudra)* (6) 

[If thfs Sanskrit verse is written in the figure of an eight 
petaled lotus, !n a particular order, it can be very clear. 

These verses are not generally meaningful. The meaning 
is to oe sensed with great difficulty because the interest of the 
poet mainly lies in the painting of a figure with the letters but 
not ia the meaning of the verse. Here also a few letters get 
repeated.] 

Cakrabandha : 

The Earth, which is resting on the shoulder, which delights 
in the splendid rule of the king Rudra who is victorious, whose 
splendour is with the grace of LaksmI, who is the lord of the 
universe, who is auspecious and who is performing the duties of 
Sun, with his .valour that spread thoughout the quarters, is con- 
stantly shining unshaken, as it resorted to a worthy place. (7) 

Here in this wheel shaped picture, the expressions, vaija- 
n&thakfti and virarudrayaial* can be noticed. 

[The above indicated expressions can be observed only in 
the first three quarters of the verse. It the sixth letter in all the 
first three quarters is consecutively considered and then the 
fourteenth letter ia all the first three quarters is consecutively 
considered, then the expression vaijanmhakfti is obtained- Simi* 
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larly if the third letter in all the first three quarters and then 
the seventeenth letter in all the first three quarters are con- 
seoucively considered the expression virantdrayatah is got. 
This is the element of charm in this type of poetry.] 

Nagabandha : 

When the lord Rudra who is energetic who made others 
to discard their valour by his greatness, who is excellent in edu* 
cation, who follows the great behaviour of Had and who became 
famous throughout the universe is leading the multitudes of 
enemies, who got extreme ill-fame and whose bodies were hurt, 
are dwelling in the forest along with the wild beasis in the 
deserted places without water in difficulties. (8) 

[The letteri of this verse can be arranged in the form of a 
picture of the body oi a serpent- Here also there will be the 
repetition of letters. This is a bit difficult for the poet to 
compose. 

No meaning that can create charm in <he minds of the 
readers can be expected of this type of poetry* This is a mere 
feat to exhibit the erudition of a scholar, 

This type of bandhasws so many. Only a few are illus* 
trated here.] 



ARTH3LANKARAS 
FIGURES CONNECTED WITH MEANING 

At the outset simile (upama), as it happens to be the ger.i- 
sis for many other figures, is being illustrated : 

UPAMA: SIMILE 

If resemblance of an object (upmeya or varnya} to be com- 
pared with another object (upama), which is accepted as diffe- 
rent aad naturally existent, is expressed once in respect of 
properties it becomes (the figure) simile. 

Where the resernblaoce of the object to be compared 
(prakrta=upameya**varifya) is expressed once with an another 
object (apmkfta^upamana) which exists naturally, naturally 
different aad accepted by the men of equal taste there exists 
(tie figure) simile, By the expression svatah siddhena, '*hich 
exists naturally', the (figure) utprek** (poetical fane*) is warded 
off because there is a possibility for a simile to exist even man 
object thai is not popular or natural in the case of an titprekip. 

[Here ihe object of comparison must be natural and 
papular. It must also be different from the object to be com- 
pared aad at ihe same time it must be acceptable to the men of 
taste. This is technically called aprakfta or upam 5m OT mya. 
A similarity of the object on hand (which is tedmic.,Ud 
nwkrta or upameya or var*yd) with the object not on hand, i.e. 
SSTmtS ^verbally expressed in respect of similarity in **a 
and /fcriya, then this becomes the figure simile. 

By the word rtmya in the definition it is to be ^mjoocl 

The tmroort of this is that upamana must be natural and 
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a simile, the upamSna must be natural only and should not be 
Invented as in the case of an utprek*&. If there islbe invention it 
cannot be called the figure simile. Only to emphasise this the 
expression svatdh siddhena is used in the definition which wards 
off utpreksa.] 

as 

The glory of the Kakati Virarudra who ascended the 
throne enveloping the fame of the ancient kings is possessing the 
lustre of a crore of the Moons. It shines at the (end of the) quar- 
ters, like the lustre of a violent laughter of the three worlds that 
arose due to the extreme delight that is caused by obtaining a 
Meg who is competent to protect, (I) 

Here the word prabha belongs to a class or genus. The 
prabhs oi the trailok}3ffahasa is only a fancy of the poet. So 
there is no scope for doubting a simile. 

[Here the lustre of the laughter, i.e. the prabha of the 
affahasa, is upama and the glory or fame is upameya* The act of 
vidyotana 'shimng* is the common characteristic, i.e. sadharrnya. 
The lustre of the laughter spreading through the three worlds 
(trailoky&ftahasaprabha) is only a fancy of the poet but not a 
natural object. Hence it cannot be a simile, as a simile nquires 
a natural or popular object. This becomes an utprekma &s taaic 
is fancied as the lustre of the laughter. 

By the expression svato bhinnena 'different form ihe self or 
naturally different* the figure ananvaya (self-comparison) is 
warded off, because in ananvaya both upam&na and upameya 
exist in one and thp same object. It is so as : 

Let there be in the world the Meru mountain (the moun 
tarn which is supposed to be full of gold), the ocean (supposed 
to contain gems) and the Moon (who gives nector). Even then 
this VIrarudra is like Virarudra himself. (2) 

[Here the intention of the poet is to say that neither the 
Meru nor the ocean nor the Moon (though they are great in their 
way) cannot be compared to the king VIrarudra. As such VIra- 
rudra is to be compared with himself. This means that both 
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upam&na and upameya exist in one and the same object, i.e. 
upamana is not different from upameya* As such this is a case 
of ananvaya+1 

The expression sammatena (accepted) wards off the 
etc. 



as 

The Kakati-lord (Prataparudra) is deep like an ocean, 
lofty like the golden mountain (Meru) and capable of bearing 
the Earth like the elephants in quarters. (3) 

Here as the similarity between the ocean, Mem and the 
elephants in the quarters and the king is befitting, this is a 
case of the figure upamfc only, 

[Here the objects of comparison are all acceptable to the 
men of taste. They are neither low nor high. The epithets 
qualifying the upamana are neither too many nor less, as in the 
case f an adhika or nyttnopams. Hecce this is an instance of 
perfect upam&laAkara.] 

The word dharmatah distinguishes this from &le&&lank$m 
(paronomasia) because in sle&a there is only the similarity in 
word but not in guna and kriya* 

as 

The women of the Andbra city %ho are moon-faced are 
performing lustration with the well-lit lamps to Vlrarudra, 
(who is) the lord of the family^ like the nights who are moon- 
faced, to the Mem with the shining multitude of stars. (4) 

Here the expression prat&parudram purastriyah nirajayanti 
tnerutp rajanyah iva 'the women of the city are lustratingPratapa- 
rudra like the nights the Mem* is not a simile; as there is DO 
limilarity connected with the adjective gotmpati* The word 
gotrapati is to be construed as the lord of the family in the case 
of the king, and as the lord of the mountains in the case of 
M^ru, Similarly the adjective candrananal* is to be explained as 
*who possessed the faces like that of the Moon* in the case of 
W>men ? and 'who possessed the Moon itself as the face* in the 
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case of nights Here it is only the similarity in the word but there 
is difference in meaning (of the compounds), Hence simply 
because of similarity in words it cannot be a simile. On the 
other hand it is only the figure $lesa. 

[Though the words gotrapati and candrananah ate used as 
attributes to the king and Mem and the women and nights, as 
indicative of common properties they are incapable of express- 
ing the common properties as they differ in their meanings 
specially the word candmnanah. Here the simiifcmy based on 
guqa and kriya is Got found, Tfae sense of these two words with 
respect to upamana is different from their sense wiih respect to 
upameya. So this is oaly the similarity of words but not their 
meanings. As such it is not the figure simile, but it is only the 
figure 



The expression anyena varny&sya s&myam* (i.e, re semblance 
of upameya with upamana), is excluding thefigute pratipa (the 
converse). 

[In the figure pratipa it is found that the objects of upa 
mSna and upameya are reversed, i.e. the Moon and lotuses which 
are generally considered as upamSnas and faces which are consi- 
dered upameyas stand reversed h their <Kder, i.e. the Moon and 
the lotuses become upameyas and the faces become upamftnas)* 
as 

This world does not possess the correct knowledge. What 
can we do? And to whom can we say? Because the Mem is 
being spoken of as similar to the Kakati king. (5) 

Here oa the ground that similarity is spoken of between 
the Mern which is oot on hand (now becomes upameya and the 
king who is on hand (now becomes upamana) it becomes the 
figure pratipa but not upama. 

[The usual practice is to liken the king with Mem, i.e. 
the king is upameya and Meru upamSna But in the present case 
the usual order is reversed. The Meru becomes upameya where 
the king becomes upamana. So this is a case of the figure pratipa 
but not simile.] 
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Again the statement ekadn samyam {i.c* similarh> he 

spoken of only once) keeps out the figure upameyopamnna (reci- 
procal comparison) from the province of upamSna. In the fig.ui e 
upameyopama the similarity is spoken of many times instead of 
once, i.e. it is not ekada but anekada. 

as 

In the king Rudra the virtue is like the abounding uealth 
and the wealth is like virtue. The desire is like the virtue and 
wealth, and they are like desire* (6) 

This becomes the figure upameyopamn as the similarity 
among virtue, wealth and desire is spoken of many times* like 
dharmoartha iva, artho dharma iva using the word iva twice and 
again k&mas tstv iva and t&u ksma iva. 

The word vacya (in the definition) distingui&he;* upamu 
from the other like rupaka, sandeha, bhrVnttmat, nllekha, apatnma* 
tulyayogity, dlpaka, prativastupama, drstanta, sahokti, vyatireka 
and nidariana in which similarity is simply suggested. 

as 

The sword in the form of Rafau of the king Pratapartidm 
possessing matchless valoui is devouring the circle ot the kings 
in the form of the Moon. ^ 

Here there is the implication of the similarity between 
the sword and Rahu which cannot be obtained otherwise except- 
ing by the condition of relatiog to the same object or by beiaf 
the same predicament (MiMnM^af^ya^^^^^^^^ 
such this is not a case of ipomB, but only rSju** (metaphor). 

[Here there is the superimposition of Rahimess the 
sword and the superimposition of Meanness on the 
SLi I his is possible only when there some 
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Again : 

Is he, the abode of abundant wealth (or) the ninth lord of 
the quarters? Is he the cause of creation unknown previously,, 
(or) the tenth creator of the beings? Is he the most competent 
in lifting up the Earth, (or) the eleventh Hari ? Thus the Kakati- 
lord is being observed by the people tince long, (8) 

Here as there is the knowledge of (mutual) non-difference 
between the Kakati-lord and the lords of the quarters, etc., there 
is a scope for doubt based on the similarity which cannot 
otherwise be accomplished. 

[Here the figure is sandeha or doubt. Possessing extreme 
wealth is the factor of resemblance between Virarudra and the 
lords of the quarters. This is not made explicit verbally, but 
left to be understood. So the upama here lies implicitly. As 
such thus canaot be called the figure upama; bin oo the otner 
hand it is only the figuie sandeha.} 

Again : 

When the rich glory of the Kakati-loid spread through 
oat the universe, the cakora birds are attaining satisfaction even 
during Jay, undei the impression that it is moon-light. (9) 

Here unless there is similarity between the glory and moon 
light it is not possible for the cakoras to err. Because ot this- 
implied similarity, it becomes the figure hhrZntimat* 

[As the similarity is not verbally expressed this cannot be 
called the figure upama> on the other hand it becomes the figure 
bhrantimat ( error}.] 

Again : 

All the kings, the mighty warriors of the enemies and the 
scholars always extole the city of the Kakativlraritdra as the 
abode of Laksmi (wealth) > the mine of extreme valour, and the 
place for the pleasure-walks of knowledge respectively. (10) 

The superimposiiion of tfaobe items on the city is not 
possible without resemblance. Because of this similarly the 
figure here is ullekha (representation). 
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[If an object is conceived of by different proplc ir diffe- 
rent ways It is called the figure ulkkha. The similarity here u 
n >t expressed verbally. But without similarity it is not possible 
to superimpose the qualities of an object on another. Hercc the 
similarity is only implied and the figure is uttekha but not 
upama.] 

Again ; 

This is the smoke that is spreading out from the altar of 
the sacrifice of die victory over the kirgs of Virarudra; but not 
the dust raised by the army. 



Here to say by concealment that it is \he smoke on lookiag 
at the dust raised by the army is because of the similarity only, 
As such it is a case of the figure apahnuti (concealment). 

[The figure apahnuti exists where there is the concealment 
of trutb expressed and an expressed assumption cf a fiction. In 
the above examples it is noticed that ihere exi^t both tbc con- 
cealment of truth and expression of fiction This is possible 
only when there is the similarity between the two objects that 
are under consideration. But it is also clear that the similarity 
is not expressed but only implied. As such the figure here is not 
upama but only apahnuti*} 

In the same manner, even in the case of the figure tuiya- 
yogitH) etc , because of the implied similarity the question of 
simile does not arise* Therefore the figure upamS is quite dis* 
tinct from all other figures which have similarity at the bast. 

At the outset the figure upamS is of two types \.pinfa 
and 2, tupta. It becomes purna only when all the four items 
upama na, upameya, sadhSranadharma and sadrsyapratipsdaka are 
there* If one, two or three of these items are absent it becomes 
Iupta 9 i e. luptopamn. 

The purna is of two kinds :- 1. srauti and 2. SrtfS. When 
the words like yath*> tva, etc., which directly establish the simi. 
larity, are used it becomes the irauti and when the worts like 
sadtfa sankasa, nlkSia and pratikaSa, which establish similarity 
are uso4 by, the intenal of dharmin it becomes anhl 
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Each one of the *wo ^galn is of three types, namely 
L vaky agata, 2 samasagata and 3 taddhitagata. In this manner 
the purnopam is of six kinds, 

The luptopama is of nineteen varieties, When the suffix 
vati that speaks of similarity by the mile tenatulyam kriyaced 
vatih (Pan. 5.1.115) is considered it becomes &rthi. But if this 
suffix ra/f, ordained by the rule tatra tasyeva (Pan 5.1.116) in the 
sense of similarity, operates it becomes srauti. As such when 
the suffix vati, which is ordained in the case of similarity is used, 
the convenience lies only in the expression of the dharma* 
Hence there is no luptopamtt in the case of raut% in its variety 
connected with taddhita in which the dharma is not expressed 
(anuktadharmS taddhitaga srauti lupta n&sti). In the case of the 
usage of the suffixes like kalpap, it is nrthl only. 

[The words like yatha* iva and va are said to establish 
similarity directly. What is connected with the iruti (ear) is 
known, as srmtti. The word>: like sadfsa y sank&sa, nikaia and 
pratlkam also establish similarity. But the similarity with these 

words is understood with a little bit of interval in connection 
with the meaning only. As such these belong to arthi. What is 
depedent on meaning is arthi. 

The six kinds of pur%opam$ are : 

1. Vakyaga srauti purnapamft 

2. Samasaga sraut* purnopama 

3. Taddhitaga srauti pjirqapamft 

4. Vakyaga Ufthl purnopamfi 

5. Sam&saga arthi purnopama , and 
6* Taddhitaga ftrthl purtpopamft. 

The nmeteen kinds of luptopamft are: 

1. Annktadharma vakvaga irauti luptopamft 

2. Anuktadharma samasaga irauti luptopamft 

3. Anuktadharma vakyagU arthi luptopamft 
4 Anuktadharma samasaga arthl luptopamft 
5. Anuktadharma taddhitaga anbl luptapama 
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6. Anuktadharmevadih karmakyaca luptopama 

7. Anuktadharmcv&dih adharakyacQ luptopama 

8. Anuktadharmevadih karma^amuln f upiopamS 

9. Anuktadharmevadih kartfnamula luptopama 
10, Anuktadhafmevadity kvipa luptopama 

11 Anuktadharmevadih kartrkyaca luptopamG 

12. Anuktadharmevadih karirkyana 

13. Anuktadharmevadih sam&s&ga 

14. Anitktopam&ttS vakyaga luptopamS 
15* Anuktopamfinft $am&*ag& luptopama 

16. AnuktadharmopamSnB, vakyag luptopama 

11. Anuktadharmopamnnn samasagS hptopamS 

18. AnuktevSdih samSsaga luptopamS, and 

19. Anuktadharmewdyupamnna samasagQ luptpam&. 

Again in accordance with ekalupta, dvtlvpta and trttopta 
(upama*)* serial numbers K 2 3 3. 4, 5, 14, 15 ard 18 (eight) aie 
ekalupms (i.e. those in which one factor is omitted out of the 
four factors required for a complete simile). Serial number* 6, 
7, 8 9, 10, 12, 13, 16 and 17 (nine) are dviluptas and, 11 aoe 19 
(two) trtluptas* 

There are two sZtras in Panini speaking of similarity; one 
/ja^ My* ced vatih (Pi. 5.1.115) and the other it r 
Pan 5.1 116) In both the cases the suffix van is ordamd. 
. flmse th. 'rt i. ordained 1. .fa. ... of --'- 

and ia the second case it is ordained in t he s ense o f . 
from this it can be no.ed that the first case belongs to .the 



is 
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'verse 14), bfaja is upameya. kurma i" upamana, the taddhita 

suffix vrf ; s the upam&vScaka and &A5Y/ common property or 
samanadharma. Here the wtf is used in the sense of 

Hroce this is srthl. 



The taddhita suffixes like fca/jwi, Atfj'fl, and desiya, (cf. 

asamaptau Pan.) also arc used in similar circumstances. They 
are used in the . ame sense but in a less intensified circumstances, 
The suffix bahfc also i^ of the same type. In the sentence can- 
drakalp* 'yam mukhdk it s understood that the face is a bit less 
thar the Moor in all respects. In these cates the sense of 
similarity is fi**st understood. Hence they belong to the arthi 
type] 

/. Vakyaga srauH purnopama as: 

The Earth in this kaliyuga is sporting on the shoulders of 
the lord of Atidhra, as it did OR the shoulders of Yayati which 
had the unrestrained rise of vaiour in kftawiga on the greatly 
renowned shoulders of the hero <;f Raghus (i.c Rama) in frer*- 
yuga and 0*1 ?he ^hottld^rs of Yodhisfhira which possessed the 
valour in dvnparavuga with contidence. (12) 



[Hsrj the roeaoing is that the earth is sporting on the 
shoulders of Kakati-rudra as it did on the shoulders of other 
great kings in the previous yugas. In the above illustration the 
shoulders of the Kakati-tord is upameya The shoulders of 
Yayztii is upamUna* Sporting is the common property (samSna 
dharma) and the word yath& is upamavacaka (that speaks of the 
similarity). Because of t&e presence of these four factors^ i e. 
upamana, upameya, sadrsyadharma and upamavacaka the figure is 
known as Complete ^imiie or pumopama. The word yatha is 
$&dr$yapara. As ^uch it becomes irauti* Because yatha the 
upamavacaka and the upamana are separate it. is to he taken as 
v&kyaga.] 

2* Samasagn irauti pnrnopamU as : 

VIrarudra who is seated on the throne is completely put* 
ting an end to the sluggishness of the lotuses of the eyes of the 
citizens of the Andhra city who are witnessing him, like the Sun 

who is on the rising mountain. (131 
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Here bhasvnniva Is a 'fixed com pound * (nttyasamSsa) with 
the word iva; ue . a compound whose component parts cannot 
be used separately to convey its meaning. 



[According to the vsrntka : fvena saha niiyasamasah this 
is a fixed compound. All the four factors are there In the "vene 
So it is complete Because of the usage iva this is sram.J 

3. Taddhit&ga trauti pUrnopama as i 

The Earth is shining on the competent shoulders of PrafSpa. 
rudra as on the first tortoise, Xdisesa, mountains of the quarters 
and the elephants of the quarters. 



[Here the vat (vati) is a taddhlta affix. The affix is ordai- 
ned in the sense of iva in locative case by the rule latra tm^yevm 
(Pan, 5,1.116). All the four factors like upamn % etc. are existing. 
As the affix vat is a taddhita, this is tddhitagm."\ 

4. Vakyagft arthi purnopamS as : 

Kdkatiyalaksmipati (Prataparudra) having become equal 
to Dasarathi (Srlrlma) is now glittering with his policies of 
administration and with magnanimity that pleases the sub- 
jects. (15) 

[This is p&rnopamtf as there is the separate expression 
daaratheh samanah it becomes vakyagft. Due to the usage of 
the word s am an a it is arthi. The word s a man a first expresses 
the dharrni and then gives out the similarity.] 

4 Sam&sagtt nrthl purnopama as : 

The Kakati-lord because of that wealth of competency im 
administration, becoming equal to the lord of the quarters is 
ruling the middle world. 



[Here the word satpknia, the upamBvmcaka is compounded 
with haridiivara, a upamSnav&caka. Hence this is^ a case of 
samasaga. The words like nibha, samkasa and nik&sa are to lie 
used as second members in a compound. Due to the usage of 
the word sa*pk&*a this is a case of 
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242 Prataparudrlyam 

6. Taddhitagft Sethi pUn^opama as : 

The king Vlrarudra is shming being equal to Mem in lof 
ness, to the milk ocean ia depth and to the Sun in valour* (I 

[Tbe suffix vat here is by the rule tena tulyatp kriya c 
vat!h (fan. 5.K1I5)* This indicates the sense of similarity* J 
this is a case of arthi and as vat is a taddhita affix this beconi 
taddhitaga.] 



As ai! the four factors like* upameya* upamana* 
dharma and wpamav&caka are there IB the above illustrations tin 
coroe unaer pu**}opam& 'complete simile** 



LUPTOPAMA - ELLIPTICAL SIMILE 

Illustrations : 

[fn the first five examples going to be given there will n 
be the common property samSnadharma. Out of the five tvu 
belong to the srauti type and the other three to the arthl J 

1. Anuktadharma vakyaga srauti luptopamS as : 

The subjects are towards Kakati-vlrarudra, as the cakn 
vaka birds towards the Sun, the cakora birds towards th Moot 
and the bees towards the bouquets. (lj 

[On account of the usage of the word yathtt this become 
Srauti. As it is separate it is vakyaga. Because the commo 
properly is not expressed, it is a case of dharmaluptm. The ordi 
nary verb vartante that is to be supplied does not give o* 
iSdharanadharma, The properties like valour, pleasure HB< 
agreeabieness which fit in are not expressed. So this is a ca& 
of dharma-luptn.} 

2* Anuktadharma samUsag& irauti luptopamS as t 

The tributory princes, having bent down arc alway 
worshipping the foot-rest of the king Pratlparudra as J 
deity, 
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[The word devatamiva Is a compound like bhasvsniw 
(cf. verse 13 above), Auspiciousness is the common properly of 
both the foot-rest aad the deity. But this is not expresied. 
Hence this is a case of dharmaluptfi* 

In this srauti type there will not be dharmalujzm connected 
with a taddhita, i.e. a taddhitaga dharmaluptn does not exist.] 

5. Anuktadharma v&kyag& Zrthi luptopama as : 

The enemy kings are hearing the sounds of the kettle 
drum during the victorious m^rch of the Kakati kii.g as equal to 
the roarings of the thunderbolt. (20) 

[Here the word tulyam is used separately. As such this is 
a case of vSkyagS. The ferocious sound is the common pro- 
perty of the drum and thunderbolt. But this Is not expressed. 
Hence this becomes dharmalupta. Because of the usage of the 
word tulya this is 



4. Anuktadharma sam&sag* Zrthi luptopamZ as: 

The kings having observed the city by name which is 
equal to the city Alaka, honouring the celebrity of the KIktti 
kingdom on the Earth are always bowing down. (21) 

[Here the vasvekasHrasadrsim is a compound in wkich the 
simile lies. So this is samasag*. The glory which is the com- 
mon property of both Alakaand Ekasila is not expre**e<L 80 
this is dharmatupta*] 
5 AnuktadhatmU taddhitaga zrthl luptop*** as: 

The women of the Andhra city are beholding the i font of 
the king Prataparudra whose valour is praise worthy in the worid 
as equal to that of the Cupid, *> 

rrh* affix kaha used htre is in the sense of *a bit lets'. 
This i,M *' c l M ,r. of d ta. which happ S 
be the common property is not exprcswd.] 

In all'thfw example* (he property (therm*) itt ex- 
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la the following five examples the ellipsis of the dharma** 

y&caka Is to be noticed. 

tf Anuktadharmevadih karmakyaca luptopamft as : 

The purified glory of the magoificience of the lord Pratapa* 
rudra is converting the seas as mi*ky oceans and the mountains 

as Kailasas* (23) 

[Here the seas are upameya and the milky ocean is upamana* 
The word dugdharifaviyati is formed by the affix kyac by the rule 
upamanQd nc&re (Pan. 3 1 1O) i e. this affix kyac comes in the 
sense of Qc&ra to the word in its accusative case as in dugdhartyo** 
vam which is a karmapada*} 

Here words like iva, the upam&vacakas are not expressed; 
Hence this is a case of vacakalop& Again the whiteness which 
is a common property also is not expressed* So this is a case of 
dharmalopQ also. 

The affix kyac cannot express simile, as this is an affix 
ordained in the sense of acara only.] 

7, Anuktadharmev&dir ftdh&rakyacn luptopama as : 

The glorified rising valour of the king Pratapamdra is 
behaving as if they were play mountains with regard to the peaks 
of the mountains of the quarters; as if it were a court hall in 
the case of different islands; as if it were a swimming pool in 
case of oceans; as if it were an inner apartment in the case of 
the quarters; as if it were a part in the case of the forests on the 
slopes of the mountains of the world borders and as if it were a 
palace in the case of the Meru mountain, (24) 

[Here the mountains of the quarters, etc are upameyas 
and the play-mountains, etc. are upam&nas Here in the words 
like krtdadrlyati (which means kridzdrisu iva vartate). There i* 
the affix kyac by the varttika < adhikara^Uc cett vaktavyam 



Words like Iva which speak of simile are absent. So this 
is vscakahpa. The common property like happiness also is not 
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expressed but only implied. Xcara cannot be the property of 
upamn. Hence this is a case of , 



8. Anuktadharmevadih karmattamulQ luptopama as: 

The fame which is world-wide of the king VIrarudra is 
sporting by treating the Moos as the own 500, the celestial Gan- 
ges as the female mate, the milk ocean as a dear friend, the 
Rajata mountain as a playful mirror and the pure stars as the 
necklace. (25) 

[Here the Moon, etc. are upameyas and the son 3 etc. are 
upamanas. The affix qamul comes here in the expression fttnw- 
iadarsam pasyanti by the rule upam&w harmonica (Pa?, 3.4.45} 
which states that when a term in the accusative case ai^d a term 
io the nominative case stand as standard of comparison as a 
upapada to a root then such a root may take namul So when 
the term ntmajam which is a upamSnavacaka acd an object in the 
accusative case is an upapada to the root drtir, the root gets 
%amuL But the same root is being used. Both the roots belong- 
ing to the action of seeing connected with the term Stmaja and 
indu in the accusative cases and these two become upam&na and 
upameya. In fact the words like iva which establish resem* 
blance are not used. The common property purity also is not 
completely established. Namul is not used for similarity but 
used only in the ease of bhiiv3rtha> which cannot become a com* 
mon property.] 

9. Anuktadharmevadih kartwamulS luptopama as : 

The sword of the king Rudra is behaving like an instructing 
sceptot in the case of kings, like the bow of the Cupid in the 
case of women and like a supporting rod in the case of 
subjects; 



[In this verse the sceptor, bow and rod are the 
the sword is upameya. There is also the affiix namul in the 
case like dandacSram carati which is got on the strength of the 
word ca in the sutra upamam karmaqi ca (Pa?. 3,4.45) explained 
itt the previous instance even with regard to the kana agent 
When it stands as an upapada. The words iva, etc. are not spoken 
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of. The common property like ferociousness, etc. a^o is not 
spoken of.] 

10. Anuktadharmwddih kvipa luplopamS as : 

The blossoming of the raoonlighl of the qualities uf the 
king Virarudra is like a stream of nector to the good and deadly 
poison to the wicked. (27) 

Here the affix kvip in the sense of acSra 'trcaim.TU* is by 
the varttfka: sarvapratipadikebhyah kvib va vaktavyah read under 
the rule kartuh kyan salopa& ca (Pan. 3.1.11). The blossoming 
of the qualities is upameya and the stream of nector is upamSna. 
There is no word like iva that soeaks of similarity, no common 
property is also spoken of as the affix kvip is ordained in the 
sense of acara or treatment it cannot establish similarity. So 
there is the omission of dharma and vacaka in this case,"j 

In the above instances two factors are not expressed. In 
the case of the example dugdhffirnaviyatty ambhodln (23) which 
means that it is converting the sea like a milky ocean, there is 
karmakyac* In the case of krid&driyati gotraai/asikhare$u (24), 
which means that its behaviour connected with the pes*ks oi the 
mountains of the quarters is as in the case of play mountains, 
there is adharakyac. In the expression indum <Hmajadar&am 
paiyati (25) "treats the Moon as if it were a son', there is 
karmaitamul and in the statement $ik$avidhidandac$rm earati 
(26) meaning that it behaves like an instructing red lher* is 
kartrnamul Here the word iva is expressly omitted, hut hidden 
inside. 

(In the following two instances three factors arc elided:) 

1L Anuktadharmevadih kartrkyacM luptopamd as : 

The pure billows of glory of the king Prataparudra are 
making themselves every where,, as moon-light, as nector and 
sandal. (28) 

Here the form of fame is the upameya. 

[In this verse the expressions jyotmiyantt, etc. mean Jyof^ 

mm iva atrmtnam Scaranti 'making themselves as moonlight*, 
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etc. lh upameya, i.e. the form of fame is not expressed. 
Words like iva that expcess similarity t.re not used. The com- 
mon property like parity, also is not made clear Hence there 
is, the elision of the three factcrs in this. 



Klrtimah >rmayafy cannot become the upameya, as 
and upameya should not be in different cases, i.e ihe case of 
this word is different from that of the upamana, Again even to 
effect a compromise by explaining the wore jyotsniyanti as 
jyotsnQ ivacaranti in nominative case, is absurd as it goes against 
grain mar.] 

12, Anuktadharmev&dfy kartrkyaAS luptopama as : 

The mace of arm of Pratapwrudra behaves bke a esa to 
bear ths Earth; a kalpa tree to the mendicants and a staff of 
death to the enemies. 



[Here the forms se&yate, etc. are because of the affix 
kyan. This is by the rule kartult kyah salopas ca (3.1.2) which 
stales that the affix kyan that comes in the eense of atara or 
treatment is attached optionally to a subanta base which 
happen* to be th subject (in a sentence) aad also the standard 
of comparison (upamana). But the sakara of the base ehdes 
optionally. 

In the above instance the dordaijda is upameya and kalp*- 
makhG. * upamana. The upamavacaka is absent and the common 
property like charitable3es 8> _also is not expressed. Hence this 
is a case of dharmavacakalupta. 

Heie it is to be noted that the common property is not 
elided in the statement ke^yaie mahi* vodhum as ^ e j ea ^ 
of the Eartu', a common property, is expressed. This may pro- 
bably be an example of vacakalupts.] 

13 AnuktadharmevadiJf samSsaga luptopama as : 

instanced by Vidyanatha. 
be taken as ar .example 



CThi. I. nos instance . 

^yasW can be taken as ar .example ^ -^ 
explained a. furnyb vyaghra iva. This is by ^ F 

vshrsdibhfy sfimanyaprayoge (2.1.56). s>o waen 
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property is expressed the compound purusavy&ghrah cannot 
got. As such there is dharmalopa here. Even words like /v 
expressive of similarity are not used. Hence this is an instances 
of dharmavacakalupta .] 

14. AnukiopaniQ.no. vSkyagZ Iupiopm3 t as : 

There is no other munificient person equal to the king 
Rudra in these three worlds, who has eclipsed the fame of the 
lords of the quarters by his excellent qualities and the com- 
pounds of the gem-set houses of whose scholars, are made 
fragrant with the odour of the rut of the elephants, rose 
throughout. /30\ 

[Here the king Rudra is upameya and the word samah is 
upamavacaka, vadanyatva 'charitableness' is common property. 
Though these three factors are present, as it is said that there is 
no equal to Rudra the upamana is not present. So this is a case 
of upamanalupta. As the factors are separately used, specially 
the word samah, it is said to be vakyagats.] 

15. AnuktopamZnQ samasaga luptopama, as : 

Not a single king is there on Earth who is equal to Vira- 
*udra because of whose adherence to righteousness the Kaljyuga 
is converted into Krtayuga. 



[In this verse VIrarudra is upameya, the word samah is 
upamsvscaka, the word raja 'who delights' is to be considered 
as common property. As it is said 'there is no one' the upamSna 
is_ absent. The word virarudrasamo is a compound with upama- 
vacaka, So this is samasagats.] 

16. AnuktadharmopamanS vakyagS luptopama, as: 

There is nothing equal to the fame that is as white as the 
moon-hght in (the moath of) Kartika of the king KIkati VIra 

2r!i ? P T S6S eXtreme s P iendour > in this world. ParvatI 
(the daughter of the mountain) having observed the throat of 
Swa that is rid of the poison due to the rising of whose /raclful 
fame, 1S embracing the throat unhesitatingly. 
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^ [Hero in the first ha! f there arc i,<, w^wfliia and Jfwma. 

But in the second half eve* though there is the common properly 
it u merged in the sesfeGce useif anG so a is M be treated as 
absent As such this it a case of mttktadharmopamana.] 

17. AnuktedlmrmopamZnZ samasaga luptopamff, as: 

What is equal to the glorious valour of the Kakati-lord 

who is victorious, ia these three worlds, did not exist is not 

existing and will act exist* As, the sun-stones, having come 
into contact with the rising lu&tre in the valley of the mountaiBi 
on the borders of the universe, are glittering day and night (33) 

[Tsiis 'aeans that the fame of Prataparudra is loitering 
without any consideration to time and space. In the expression 
pratapasri'iilyam there exist both the upameya acd the vacaka* 
But th 5re is neither upamana nor common property, 

iritntyam is a cooi 'Oimd. As such this is a ease of 

dharmopamana samasaga 



In the previous examples 30 and 31 by saying vadmyo 
n&nyo *sti and r&ja the common property of being charitable and 
pleasing the people is spoken of. In the next two examples (32 
and 33) even this common property is not mentioned. That 
much is the differeac . In these four instances one need mat 
entertain any doubt of the figure pratlpa 'converse* as there is 
neither the condemnation of the upamana nor the extolling of 
the upameya. Where a comparison is brought about with the 
Intention of extolling the upameya there exists the figure pratipa. 

18, Anuktevadih samasaga luptopama* as : 

The universally auspicious behaviour of the Lord Pratlf- 
rudra, is hot like the Sun to the wicked and cool like the Mocm 
to the wise. (34) 



[Here by the words ustfabhSnu^am and s&tQtjtfu&it&lam the 
ujpam&na in the form of uy^abhunu and $*t&m*u the common 

property in the matter of heat and cold and the upameya in 
carita are understood. But it is only the upamSvScaka that is 
absent. It is dropped in the compound. So this is a case of 
sammagatavscaka-luptis.} 
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19. AnuktadharmevlldyupainZna zamasaga luptopawa* ^ I 

The Kakali-lord posseting the valour of BMma is shiniirg 
ia the battle, But all his e-nemy king? are not non~Ou&asa- 
nas. (35) 

Here the compound bhima^enaparSkramafi is to be re sol* 
ved as bhimasena$y& parakrarna iva patakr&ma yasya $ah Thus 
the dharma (iva) and upam&na are elipsed. Thus the luptopama* 

are explained. 

[Those who possess harsh ordinances are usually called 
Dussasati^s. But the energies of Pratap*ru<)r* arc not having 
these ordinances So they r re non~Dussasanas, 

When the compound bhimas^naparakramah is r^olved as 
shown above, the word par&kram& is th&t happened to be 
upameya, but not the parskrama that can be an 
Again the upamav&caka and the common t^ropeny ai e 
As such this i& an instance where dharma^ upamana and 
are elipsed and everything is included in a compound. Ihese 
factors are omitted here.j 

S&dharmya : 

In the consideratiom of Common property there are two 
methods; I. specifying dharma 'property* once simultaneously 
connected with upamana and upameya^ and 2. specifying it at 
connected with both upamftma and upameya separately* The second 
method (i.e. specifying It separately) is again of two kinds ; 1 to 
declare it through vastupmtivastubhftva, and 2. through bfmba 
pratibimbabhmva . To express one and the same sense by means 
of different words is known as vastuprativastubhUva and to express 
two different senses by different words separately is called 
bimbapra1ibimbabh&va* 

Specifying once (gakrnnirdesa) as j 

The kings with their heads bent down are serving the 
Kakati-lord, like pupils the preceptor who disciplines the 
wicked always, 
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Here bending down the heads is spoken of ai the common 
property once only, both In the case of the kings as well as the 
students. Similarly enforcing discipline on the wicked also is a 
common properly brought out once only, with regard to both 
the king fRudra) ard the teacher. 

Vastuprativastubh&va : 

The ^two types of specifications through va$iuprativa$tubhZv&, 
[ue. specifying dharma as connected with up&mana as well as 
upamcya.'} 



as 



The race of the Kakatlyas is adorned by Ylrarudra like 
the rac** of Kakutsas ornamented by Rama. (3?) 

Heie it is nly one seose that is expressed by the word* 
bhusita and partqkfta. As such it is 



[It can be noticed here that the same sense is expressed in 
connection with different factors, i.e. upam&na and upameya.} 

BimbapratibtmbabhSva^ as : 

The Kakati-kmg who possesses the splendour of the whit9 
umbrella that is shining, is resplendent like the mountain Mem 
(Hatakadri) which has the disc of the Moon united with its 

peaks. 08} 

Here because of the resemblance between the white 
umbrella and the disc of the Moon., there will be the similarity 
between the Kakati-lord and the Mem mountain. As such thert 
is bimbapratibimbabhava. 

[There is bimbapratibtmbabhava in this verse. In fact t&ew 
i& no similarity between the KIkati-lord and the Mem mountain 

who happened to be the upameya and upamSna respectively* In 
such a case the practice is to establish similarity in the light of 
the resemblance of their attributes as the resemblance of th 
objects at times depends on the resemblance of the attributes. 
Here the shining of the white umbrella is the attribute of the 
KSkati-iord and the disc of the Moon that is united with the 
peaks of the mountain is the attribute of the mountain, Tfaete 
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two attributes possess the pr ^parties of the upameya and upamS^a^ 
The whiteness, a property, becomes non-differential with regard. 
to these two. But these two attributes sphuracchvetatapatrari%* 
and irhgasanglndumandalah are separately expressed. Due to the 
similarity of these two, the similarity between the KakatM 
and Men* moustain is to be inevitably thought of. Hence it 
called bimbapratibimbabh&va. The ivetmapatra is bimba 
the indumandala is pratibimba*"] 

This upamft, the figure simile, is divided into two types it* 
another way as : 1. samastavastuvisayft and 2. ekadeiavartim* 

Examples ; 

/. Samastavastuvisay as : 

The Earth shines like the heaven. The city of the Ki,k:a* 
tiyas glows like the Amarlvaci. The citizens are famous lik* 
the celestials, VIrarudra is prosperous like Indra, (39} 

[Here vastu means avayavas 'limbs' and avayavi -that 
which possesses these limbs', when all these i.e. avayavas and 
avayavi become tha objects in the figure simile the figure ift 
known as sanastavastuvisaya. But on the other hand if the 
simile is connected only with one object, i.e. either with the 
avayavas *Iirnbs f or with the avayavi "that which possesses these 
limbs* the figure is known as ekadesavarti* In ekadeiavarti the 
upamSna becomes manifested in the case of other objects on the 
strength of the sense.] 

[la the above example VIrarudra is avayavi, the Earth^ 
city and the people are avayavas* There is the upamana in dl 
these objects. Therefore this is called samastavastuvfyaya. These 
four similies are not separate* As they are intercormected with, 
one another this is to be regarded as one unit only.] 

2. Ekadesavartim as : 

The army of the Trilinga lord, which is like the mountains 
with the roaring elephants, like tfce billows with the rows of 
horses and like the crocodiles with the various weapons, etc., is 
not accessible. - (401 
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Here as it suggests, on the strength of the sense, that the 
army of the Trilinga-lord is like a ocean this is known as 
ekadesavartini . 

[Here the army of the Trilinga-lord is avayavt. The 
upamilna for this is not expressed. The elephants, horses and 
weapons are avayavas. But the mountains, billows and croco- 
diles,, etc., are upam&nas for the elephants, etc., which are 
expressed. On the strength of this it is to be understood that 
the army is like a ocean. But this is not expressed. Asthii 
upamana is connected with avayavas only it is called ekadeia* 
vartini.'] 

3. M&lopamS : This figure is seen even in the form of a garland, 
as : 

The purity of the glory of Virarudra behaves like a kunda 
(flower), kumuda (flower), swan, necklace (hero), Moon and 
Kailasa. ^ 41 ) 

Here it is mSlopama as there are many upamas for one 
single upameya. (The upamas are connected here with the affix 
kvtp.) 

In the figure upama the common property known as bheds- 
bheda i e. a comhination of difference and non-difference, 
becomes useful. Similarly the other varieties that can be 
obtained also can be thought of. 

[The sadharmya or the common property is of three kinds I 
I. bhedapradhana, 2 abhedapradhana and 3 bh ^ bhed ^L radhS ^' 
Figures like vyatireka are to be treated as bhedapradhana, and 
figures like rupaka as abhedapradhnnas , while the figures Uke 

are to be treated as bhedzbhedapradhanas.} 

: SELF-COMPARISON 



If the same object becomes upamana and 
object of comparison and object compared, it is called 
ananvaya* 
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Here In order to avoid a second similar object the being 
of both upamSna and upameya are made to exist in ose and the 
same object. 

[Generally to bring about a comparison there must be 
two objects, i.e one is the object of comparison anJ the other 
the object to which it is compared. When two objects are com- 
pared it can be noted that the factors of similarity of both the 
objects exist in both of them, i.e. the characteristic features of 
one object can be found in another object. This similarity itself 
is at the base of comparison. When itissa.d thht there it> the 
resemblance of Moon in the face or vice versa there exists the 
idea of upamana and upameya. But on the other band if it is 
said thai the resemblance of Moon is in himself or the reseic* 
blance of face is in itself the question of thinking of upam&na 
aad upameya separately does not arise. In such a state this is 
known as ananvaya and there will be only one sentence. The 
advantage of this ananvaya is that it suggests that there is 00 
other object in this world to which the object on hand can be 
compared* This is to avoid a second equal object. Finally it is 
to be noted that the upameya itself is made to understand as 
upamana also in this figure ] 

as 

Let there be in this world, the Suvanpldri (mountain 
Meru the abode of gold), Ratnakara (ocean the abode of gems) > 
and Sudhlkara (Moon the abode of sector). But this Vlrarudra 
is like Virarudra himself. (42) 

[In this verse it is said that Virarudra is like Virarudra 
himself. This means that Virarudra himself becomes the object 
with which he can be compared; i.e. the upameya *the object on 
hand* has also become the upamana "the object ^vith which it 
can be compared*. This means that in ananvaya a thing is com- 
pared to itself only.] 

UPAMEYQPAMA : RECIPROCAL COMPARISON 

When two things are alternately spoken of as upam&n 
and upameya it beeome$ the figure upameyopama* 
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The word tasmin (In the defiaition) means in the case of 
upam&na and upameya. 



In the king Rndra the righteousness Is abundant like the 
wealth and tbe wealth is foil like the righteousness Again 
desire (k&ma) is like those two and those i\\o (dharm artha) 
are like desire (ksma). |43) 

In this verse the piety, wealth and desire are alternately 
spoken of as upamana and upameya, i.e. the pitty which it 
upameya at first became upamana on the second occasion and 
these two dharma aod artha became upamana and upamvyas on 
the third and forth occasions. So from this it is clear that they 
change their positions OQ reciprocal basis, 

i 

Here there are two sentences unlike the one of the pre- 

vious figure as dharmo *nha iva purnasrth and artho dharma ira 
sthitafc. To have two separate sentences like tbis is one of the 
characteristic features of the this figure which distinguishes it 
form the figure ananvaya. Here the iniemion of the poet is to 
ward off the possibility of a third object which resembles these 
two,] ' 

SMARANA : REMINISCENCE 

When aoather object is recollected due to similar expert* 
eoce it is called the figure smamna. 

On perceiving an object k similar object that was once 
seen and ties in the subconscious/ state of the mind is brought to 

recollection. Here h the figure smarana* 

\ 
as 

This Earth, being ruled by the king PratSparudra if 
recollecting the aocient kings like Hari&eandra and Nala. W 

It is here noticed that the Earth having attained a pro- 
tectot in Prataparudra because of his capacities m mint hta 
Nala and Nahu?a, etc., is recollecting the ancient kings. 
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[In this figure a recollection of an object arises 
the perception of a similar object Here it should be borne in 
mind that there must be resemblance between the object under 
the nose and the object recalled to the mind. Otherwise It 
cannot become the figure smaranaJ\ 

[In the above example as there is the recollection of the 
ancient kings Nala, etc. in the mind of the Earth, on experi* 
encing the just and able administration of Prataparudra this 
becomes the figure smarana.} 



So far the figures that come under 
sadharmyas are enumerated. Now comes in the consideration of 
the figures of ftropagarbhas* On account of this importance* 
in the beginning, the rupaka is being illustrated. 

RUPAKILA&K&RA : METAPHOR 

If an object superimposed, colours the subject on which 
there is the superimposition and not concealed, it is called the 
figure rupaka. 

The phrase ftropavimyasya used in this definition wards off 
the figures like utprek$Q y etc. which are adhyavas&yagarbhas* i.e* 
based on complete identification and the figures like uparna, etc. 
which are based on anaropa *non-super imposition*. 

The figures like satpdeha, bhr&ntimat^ apahnttti. etc. are 
eliminated by the usage atirohitarupinah 'not concealed*. In the 
figure samdeha there is the concealment of the object (upon which 
something is superimposed) OB account of a doubt. In the case 
of bhr&ntimat the concealment of the object is due to an error 
and ia the apahnuti the concealment of the object on which there 
it the superimposition by denial. 

By the word uparanjaka the figure parinama is excluded. 
In parinama the object that is superimposed becomes useful for 
the coatext but not in pointing it. Hence the (figure) rttpaka is 
different from those beloging to the sadfsyamula type* 
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In the first instance this rupaka is of three types as 
1* savayavarupaka, 2. niravayavarupaka and 3. par amp art tar up ak a* 

The s&vayavarupaka is divided into two as a) samasta- 
vastuvi&aya and b) ekadesavarm* 

The niravayavarupaka also is of two kinds as a) kevala- 
niravayavarupaka and b) iri&l&rupaka* 

The paramparitarupaka also is of two types as a) sli&ta- 
nibandhafsaparamparita and b) aslisfambandhanaparamparita* 
Again these two become four aa they can be divided into two 
each as kevala and m&lft. Thus the figure rupaka is of eight 
kinds* 

[\ftet illustrating the figures that are based on sndharmya 
'common property 9 at their base with the division bhedabheda, 
the author proceeds to the figures that are said to be &ropa- 
garbhas or which are beset with superimpositions. They are 
both bheda and abheda pradhttnas. The figure rupaka is impor- 
tant among abhedapradhanas. Just as upama figures important 
among s&dr$yamttlms, the rupaka becomes important among 
OropamUlas. 

To impose the qualities of out on the other is aropa* The 
subject of description for this aropa is aropavi&aya which is 
prakfta* This is usually considered as upameya* That which is 
superimposed is aropyamSna. This is known as ura&avf&ayi 
which is aprakrta. This may generally be. taken as upamana* 

For example in the instance mukhai* candrah c the face is 
Moon 9 mukha (the face) becomes the aropavisaya and candrathe 
ffropyam&qa* Here because of the imposition of the Moon on 
the face, the face gets tinged or coloured, i.e. the Moon becomes 
the painter of the face. The word uparanjaka in this context 
means the knowledge of identification (mdrupyaprami). This 
tadrupya is more or less abheda. 

The etght kinds of rupaka are : 

1 . Sama$tava$tuvisaya~s&vayava~rupaka 
2 - Ekade&avivarti-savayava-rupaka 
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3 . Kevalaniravayava-rupaka 

4. Mataniravayava-rupaka 

5 . &Hstanibandhana~kevalaparamparita-rupaka 

6 . &listanibandhana~mBl3paramparita-riipak& 

7. Aslistanibandhana~kevalaparamparita-rttp&kQ 
8 A&listanibandhana-malaparamparita-rupakaJl 

Illustrations : 

1. Samastava$tuv$$aya-$&vayavarnpaka : 

When all the avayavas and avayavi are completely painted 
it becomes the samastavastuvisaya rupaka, 

as 

During the marches in the form of rains of the king VIra 
rudra when the drum in the form of cloud frequently roars 
fearfully breaking the mountains of pride of the enemy kings, it 
rained from the eyes of the women of the enemies many a time^ 
by which the sprouts of fame (of VIrarudra) that gladden the 
world are shooting up all around in the ends of the quaiv 
ters, (45) 

[In this verse the poet is imposing the qualities of the 
rainy season in the military marches of the king VIrarudra. 

In the rainy season it is common to note the clouds roar- 
ing fearfully that would seem to break the mountains accom- 
panied by rains. When there are rains naturally the seeds begin 
to sprout. This idea lies imbedded in the above verse. This is 
aprakfta. 

This entire aprakfta is completely superimposed on the 
prakrta, i.e. on the military march of Virarodra, In the present 
instance the individual qualities of the separate factors of the 
rainy season are superimposed on separate factors of the 
military march 

On the military march of the King VIrarudra ihe qualities 
of the rainy season, on the war-drum the clouds, in pride 
the mountain, in the tears rain, and in fame the sprouts are 
superimposed, 
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The rainy season, etc., create the impression of Identity 
with the military march, ete Hence this became, the figure 
rupaka. As the Sropavisayas like the military march, etc., and 
the aropyamanas like the rainy season, etc., are verbally expres- 
sed. This is a case of samastavastuvl^aya. The march and rainy 
season (ystra and pravrf) are the avayavas and the sprouts of 
fame (yasah kandalah), are the avayavi. All the avay&vas and 
avayavi ate expressed* As such this is savoy av a. 

Here if there is a doubt whether the compound ya$$hk@n~ 
dalafy is an upamtia-samasa as yaiatpsi kandala iva or a rupaka- 
sam&sa as yasamsyeva kand&lsh. This should be declared as a 
riipaka-samasa only on the ground that the common property 
jagadanandakarSh is expressed. If it were to be an upamlta- 
sarnasa there is no scope for the presence of the common pro- 
perty.] 

2 Ekadesavivarti-sftvayava-rupaka : 

Where the form of avayavi is noticed from the s^ght of the 
avayam there the ekadesavivarti-rupaka exists. 

as 

VIrarudra of the Kakati family, who subdued the entire 
circle of the quarters, and who is a mine of valour with the 
fragrance of flowers in the form of qualities that are fully 
blown, is scenting the three worlds. (46) 

Here as there is the superimposition of the fl0wers on the 
qualities that are avayavas,, there arises the indication oi impo- 
sition of the kalpa tree on Pratlparudrs who is an avayavi. 
Therefore this is ekadeiavivarti* 

[By the above definition it can also be noted that the 
form of avayava also can be noticed from the sight of avayavi. 
During this process of determination of avayava and avayavi 
,lhe iabda becomes the 9ropa at times, and on other occasions 
the artha becomes the ttropa. As this usually acts in one place 
only this is called ekadeiavivarti. 

In the verse cited above, the gunas "qualities* are avayavas 
there is the superimposition of the flowers on them. As 
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such the qualities of the kalpa tree are found in Pratapanadra, 
The superimpositioQ of the flowers on the qualities is verbally 
expressed Hence this is SSbdam 'verbal** But on the other 
hand the saperimpositioo of the kalpa tree on the king is only 
indicated without being verbally expressed; this becomes Srthi. 
Therefore this is ekadeSavivarti-rupaka* 

This example belongs to the type where the avayavi- r upaipa 
is indicated through the avayava rupana.] 

as : 

The fame of Pratiparudra which is born out of churning 
the ocean in the form of enemies by the mountain Maodara in 
the form of arras, is gladdening these worlds. (47) 

Here due to the imposition of ocean on the enemies and 
the Mandara on the arms 3 it is inferred by the sense that there 
is the imposition of nector on the fame which is borm (in the 
process of churning) and also thft immortality on the public* 
Thus this is ekadeiavivarti**rupaka 

[Tn the previous example from the rupaqa of avayava there 
is the indication of the avayavi~~riipa$a But in the present case 
there is the indication of the avayava also. The difference lies 
in the reversal of the order,] 

5 * Niravayava-rupaka : 

It becomes the niravayava-rupaka, when the intention of 
the poet rests in avayavi-nirupana only* 

Same is the case even in avayava-nirupaqa al&o, 

[The poet intends to speak of superiroposition on the 
avayavi only, but he does not think of avayavas* Similarly on 
other occasions the poet feels like narrating Imposition on 
avayava only but does not think of avayavt. In both these cases 
it becomes the niravayava-rupaka* 

This niravayava^rupaka is divided into two kinds us 
i^ kevala and ii) ma/a. 
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In kevala, there is only one aropavisaya and only one 
aropyamaifa. But if there is only one aropavisaya and there are 
many aropyamttifas that becomes the mSlSrupaka.] 

i) Kevalantravayava-rBpaka : 

as 

The enemy kings of Kakati Virarudra being afraid are 
giving up lives (are falling dead) on simply bearing the sounds, 
when the oceans are agitated and the mountains rocked due to 
the redoubled roaring of the eminent soldiers, who are enthusia- 
stic at the commencement of the military march, and due to the 
sounds of the war drums, that are distinctly splitting the space 
between the Heaven and Earth in the form of a shallow 
boiler. (> 

Here there is the superimposition of kajShatva on the 
rodas. 

[The poet's intention rests there only. He does not want 
any other rUpaifa. As such this is an instance of niravayava- 
rupaka.] 

tt) Mataniravayava-rapaka : 

as 

The manifestation of the glory of Kakaii Virarudra acts 
(provides) as the pure garland that adorns the heads (crests) , of 
the (other) kings; as an expanded ornament of amara m the 
ears of the elephants of the quarters; as the nver Ganges on the 
peals of the mountains (that bear the earth); as the extremely 
?h!nmg silken canopy of the skies; and as the enlarged pearl 
necklace to the earth. 

THere the glory is the only one aropavisaya, but there are 
so Jaroy^L. The poet's intemion is only to super- 



so . 

impose the garlands, etc. on the glory itself.] 

4. Paramparita-rupaka : 

If a rupaka is the cause of another rupaka it becomes 
paramparita- rupaka. 
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Simply because of the presence of two rupakas this shoul <3 
oot be included in samastavastuvi&aya-mpaka, 

[The paramparita-riipaka is connected with only two 
rupakas whereas the sarnastavastuviqaya-rupaka is connected witla 
number of rupakas in it; i.e, in paramparita there is ekarupaktz- 
s%pek$a while there is anekarupakasapeksa in samastavastuvl^aya.'j 

5. &listanibandhana-kevalaparampan1a~rupaka ; 

as : _ 

The sword of the lord Prataparudra in the form of Raltu 

which possesses unstalled power is devouring the circle of 
in the form of Moon. 



Here there is the superimposition of Rahu on the sword 
and Moon on the multitudes of kings. The word r&jamaqdala 
in the verse gives two meanings : a) the disc of the Woon and 
b) the multitude of kings. As there is the double entendre here 
it is a case of $H*ta. The devouring of Moon by Rahu and tb 
kings by the sword is an established convention. Only when 
there is the superimposition of Rahu on the sword, the super 1 
imposition of Moon on the kings fits in. Again the vice versa 
becomes equally suitable; i,e. only when there is the super- 
imposition of Moon on the kings the superimposition of RaJbtu 
on the sword gets justified. From this it can be noticed that 
one superimposition expects the other. Therefore this is knowx* 
as paramparita-rupaka. 

It is to be noted here that the two rupakas found in tl&e* 
verse are dependent on each other, but not on the common 
property of the kavisamaya-prasiddha*] 

6. Slistanibandhana-m&lftparmaparlta-rupaka as : 

This king VIrarudra is the Sun with thousand rays in blos- 
soming the lotuses in the form of enhancing wealth (i*o* 
Prataparudra is capable of increasing the wealth with thousand 
hands and also is capable of blossoming the lotuses with thou- 
sand rays in the form of Sun). He is wise (budha) in the right t: 
path in the coarse of stars (i e. Pratapasudra who is alwa} s IJOL 
the righteous path is in the form of Budha in the path of stairs 
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on the sky). He Is the thunder-bolt to chap off the wings of 

mountains in the form of kings (i.e. Prataparodra who is capable 

of killing the enemies is in the form cf a thunder-bolt which is 

capable of cutting off the wings of mountains). He is the full 

Moon in the matter of decorating the lilies in the form of Earth 

(i.e. Prataparudra who is an adept in adorning the Earth is the 

Moon who adorns the lilies). He is the Vasanta in the act of 

gladdening the hearts in the form of blowing the flowers (i.e. 

Prataparudra who is skilled in the act of gladdening the scholars 

is the skilled Vasanta who is an expert in blowing the flowers}. 

He is the mountain Meru in possessing gold in the form of the 

wealth of auspiciousness (i,e Prataparudra is the mountain 

Meru which brings the wealth of auspiciousness). He is the 

ocean to the water in the form of support to the Earth (i.e. 

Prataparudra who is monificient to the people is the ocean that 

supports the water* 2 (51) 

[In this verse Pratlparudra is the only vi$aya 9 and Sun, 
Budha, etc., are the vtfaytns. Because of the visayins the nature 
of a garland is clearly visible here. Unless there is the superim- 
position of Sun on Prataparudra there cannot be the blossoming 
of the lotuses and the vice versa. As such this is a case of 
paramparita.] 

7, Asli^anibandhana-kevalaparamparita-rupaka, as : 

The charms of glory in the form of billows of the Kakati- 
king in the form of milk-ocean, is sporting puffing up the bor- 
ders of the quarters, and rubbing against the high skies. (52) 

2. Double entenders in the verse : 

a) padmoll&sa: 'enhancement of wealth' and blossoming of 
lotuses* 

b) sanmnrga: 'the path of the wise' and -the course of the 

stars* 

c) ksmabhrtpaksa : 'the army of kings* and 'the wings of moun- 

tains* 

d) kuvalaya : 'the Earth* and *the lilies* 

e) sumanavikasa : -pleasure of the scholars' and 'opening of the 

flowers* 

f) .kalyanasampat: 'wealth of auspiciousness' and 'ever m- 

g) I'huvan^faya: 'support to the world' and 'support to fho 
waters'. 
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[Here the words do not possess double entendre* Both 
the super-impositions of billows as well as milk-ocean are inter- 
dependent. Hence it is paramparita*'} 

8. AsHsianibandhana~m5l&paramparita-rupaka> as : 

The King Rudra is sporting with the sword in the form of 
a creeper., which is the tongue of the serpents in the form of 
arms; the whirlwind to the line of forests in the form of enemies; 
the thick smoke to the wild fire in the form of valour; the 
coquetish eye-brow to the damsel in the form of Jayalaksmi 
(wealth of victory); the dwelling pole to the playful peacock in 
the form of the happy Earth and the bolt to the place in the 
form of the world* (53) 

[In this verse a series of superimpositions on the sword in 
the form of a creeper are observed. As such this is a nffiln- 
riUpaka. The superimposition of tongues on the creeper expects 
the superimposition of serpents on the arms and vice versa. 
Hence this is a case of parampariia. From his it is to be noted 
that there would be hetumatbh&va in the figure paramparita- 
rupaka.~] 

This asli&tamalnparamparita can exist even in the case of 
the aatogonistic properties; as ; 

The sports of Virarudra in the battle field, which are the 
noons to the darkness in the form of fear and nights to the sun- 
shine in the form of deceit are excelling. (54) 

[Here the superimposition of noon on the sports expects 
the superimposition of darkness on fear. Similarly the super- 
imposition of night expects the superimposition of sunshine on 
deceit. Here it can be clearly noted that there is antogonism 
between darkness and moons and sunshine and nights. So this 
is an instance of aslistamalapararnparita in the light of anto- 
gonism.] 

The eight kinds of rupaka become sixteen varieties again 
when considered as vakyagata and sam&sagaia. 
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PAR1NAMILA&KIRA : COMMUTATION 

If the superimposed serves the purpose OB hand, being 
identified with the subject of superimpositioE it is said to be 

(55) 



By stating that e wfaat is superimposed should serve the 
purpose on hand 5 it eleminates all other figures of speech. It 
is of two types, as 1, samSnadhikaranya and 2. vaiyadhikaranya. 

[For a clearer understanding of the definition it is better 
to consider the example **The Moon in the form of face 
queaches the thirst". Here the Moon is aropyamftija or aprakrta 
or upam&na. This Moon becomes useful in the matter of quench- 
ing the thirst, the subject on hand. In fact "quenching the 
thirst' is by the face but not by Moon, If it were to be the thirst 
generated by Sun then the Moon is capable of quenching it; but 
if it were to be caused by cupid it must be quenched only by 
the face but not by the Moon. 

Such being the case what purpose does the Moon serve is 
the question. If the Moon who is superimposed were to serve 
the purpose on hand he is to be Indentified with the subject of 
superimposition, ie. the prakrta* Unless the Moon is identified 
with the face he cannot queneh the thirst. That is the reason 
why the aropyam&qa or the aprakfta or the upamana Is said to 
serve the purpose on hand being identified with the subject of 
super imposition. 

From this it is to be noted that in the case of paritfSma 
the prakrta of upameya without losing its individuality (i.e. it 
stands as atirohitasvarupa only) commutes itself as what Is super- 
imposed. 

IB the case of the figure rnpaka, as the aropa or prakrta 
or upameya completes its purpose with the identification itself, 
the prakrta being concealed gets the form of the aprakfta. 
Though it is said that the prakrta should be atirohita under 
rKpaka the present statement that it gets concealed does not run 
counter. Because when the prakfta is identified with the aprakrta 
the prakfta cannot escape concealment 
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Even then there is the difference between rUpaka and 
samdehdj and it is only to distinguish it, it is said as atirohita** 
rupinah in rupaka. In rZpaka the visaya, i.e. the upameya, loses 

its identity being superimposed CD the visayi or upam&na 9 
whereas ia the case of parinuma without losing itself the visaya 
makes use of the vi$ayl. 

la simple words in rupaka the superimposed object can 

be distinguished from the subject of superimposition and it does 
not have any purpose to serve with the act on faand> whereas in 
mnnama the object superimposed completely identifies itself 
with the subject of superimposition acid serves (he purpose on 

hand.] 

/. ParinRma with mmSnadhikaranya, as : 

The kings who are desirous of decorating themselves 
frequently are adoring (honouring) the orders in the form of 
garland, which possesses exquisite lustre of the king Vlrarndra 
the conqueror of the quarters, with their crowns bent down, (56) 

[H>re the order ($jn&) is prakrta, i e. visaya and the 
garland (srak) is aprakfta, i.e. visayi. The actjpf wearing it on 
the crowns (i.e. honouring it with the crowns bent down) is the 
predicate. As the garland which is tiropyamdita is identified 
C3capleiely with the order which is pmkfia and becomes useful 
in the act of wearing it, the figure is pari$8ma. 

Here as the words fijnSmayim (a visaya) and srajam (a 

vimyi) are both In one and the same case and it is known as 
mmSnudhikaranya.] 

2. PariySma with vaiyadhikaraiiya, as : 

The enemy kings who desire his grace are worshipping the 
space 00 the foot-rest of the king Rudra, preparing a pu$panjali 
(open hands placed side by side and slightly hollowed) with the 
multitude of rays of rubies of their crowns. (57) 

[Here the rays are visaya, puspSnjalii& vimyl and worship- 
ping is the present useful acf. TV puspBnjali an Sropyamana 

ideautyng itself with the rays a prakfta, becomes useful in the 
act of worshipping. So this is a case of 
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The words mayukhajalaih and pu$p%njalifn are IB different 
cases. Hence this is vaiyadhikaranyapartnama^] 

In the case of samasokti, though the superimposed serves 
the purpose on hand, as It is not verbally expressed it does not 
cotne under paritjSma* 

SA^DEHALANKIRA : DOUBT 

If there is a doubt with regard to visaya and visayi on 
account of the similarity accepted by the poets it becomes the 
figure samdeha, 

It is of three kinds: L iuddh&> 2, nUcayagarbhS and 
3. ni&cayZntG. 

L Suddhasaqwleha : 

If it ends in doubt only it is *uddha$amdeha , as : 

Virarudra is being looked at by the people in this world 
as if he were a ninth lord of the quarters in the matter of 
extreme riches; a tenth creator who has the process of extra- 
ordinary creation or an eleventh Had who is capable of uplift- 
ing the Earth. (58) 

[In this verse there is the doubt regarding the visaya and 
vfyayi, i.e. Prataparudra and the lords of the quarters, etc. 
Hence this is the figure sat&deha. As the doubt here ends in 
itself it is a case of suddhasatpdeha.~\ 

2. Niicayagarbhasaipdeha t as : 

The sword of Rudra is being doubted by the enemy soldiers 
as : Is this a black snake? It possesses the body which is soft 
like lotus-fibre. Again is this the knitting of the eye-brow of 
Yama ? It rises only in the face. Is this the order of the smoke 
of the ferocious fire of the delusion ? It disappears being expel- 
led by the wind. (59) 

[In this verse the expression of a doubt regarding the 

form of the sword is noticed at first, but immediately the per- 
ceiver giving the doubt comes to a conclusion that it is not so 
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for the reasons kaowo, Again lie doubts it to be something else 
aad asaia comes to the conclusion that it is not so. In this 
manner the process of a doubt and conclusion followed l>y 

another doubt is noticed in this verse, i.e the conclusion is secB 

ia the middle. As such this becomes the figure niscayagarbha- 



3. Nt&cayaparyavasanasaipdeha, as : 

'Are they the garlands of the flower-buds of the ka!p& 
tree or the milk-ocean of the celestial cow ? If not are they the 
extremely shining blossoming of the cint&matti (a diamond witJfa 
great powers)? or the billows of necsor?* having doubted thws 
for a long time the wiss are coming to the conclusion fiat they 
are the smiling glances of the lord Kakati VIrarudra. (6O> 

[Here the conclusion comes after entertaining a series of 
doubts, So this is a case of niicayaparyavasanasatpdth* 

In these three varieties the doubt is connected with thm 
vimyi only. 

It is said in the definition that tht similarity between 
vifaya and visayl must be acceptable to the poets. Then only 

the figure becomes samdeha. Otherwise there is no scope for this 
figure. In the case of a doubt 'whether this is a rope or serpent* 
there is no figure samdeha as it does not create imy charm, as 

the doubt created by the poetic fancy does* 

This doubt is connected with both prakfta and aprakfta* 
At times the doubt Is seen in the case of visayas and on other 
occasions in the case of visayins. The doubt may also pertain 
to both visaya and vf&ayi on some other occassiens, 

In the first example, i.e. the example given for suddha*- 
because of the words navama, daSama and ekadaia the 
idea of the lords of the quarters, etc , who are wellknown, does 
not exist. But on the other hand some idea different from these 
well known figures comes into the mind when the lords of th* 
quarters do not become aropyamSnas or the objects superimpo- 
sed, At ifa;$ jaacture there wilt be the consideration of their 
protection to the world ocly.] 
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BHRANTIMADALAffKKMA : ERROR 

If there Is the experience of the object superimposed In 
the subject (visaya) whiefa is coocealed on account of the poetic 
similarity it is known as bhrgntimSn* 

[To think of an object as something else is an illusion. 
Wheresoever this type of illusion exists it is called the figure 
bhr&ntimnn. Here there is the similarity between the pr$kita 
and aprakfta as expressed by the poetic imagination If this 
poetic similarity does not exist it cannot be the figure bhrftnti- 
m&n ] 

as 

When the rich glory of the Kakati-lord spreads thiough 
out the space between Earth and Heaven, the cokora birds sre 

getting satisfied under the impression chat it is moonlight 
even in day time. (61) 



[Here glory is visaya and moon ight is the 
The experience of the illusion of the cakoras as the moonlight 
in the glory is described here, Henee this is a case of bhranii- 
m&n* 

APAHNA V ALAN KARA ; CONCEALMENT 

I * there is the denial of an object and superimposifion of 
another object on it, because of poetic similarity, it becomes 
apahnuti 

This is of three types: I. first concealment and then 
superimposiiion^ 2* first superi imposition and then conccaling ? 
and 3* xo establish falsehood of the viqaya by the usage of the 
words like chala, etc., (kapafa, vy&ja and mfsa are the words 
that come under the category cf chala.) 
Example of the first two ; 

This is the agitation of the four oceans that are overflow- 
ing but not the uproar of the armies. This is not the roaring of 
the kettle drum but the sound of the dhakka of Siva at the time 
<?f delusion Thus when the heads of Ajdisesa are bent down due 
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to the weight of the Earth during the conquests of the king 
Rudra, even the lords of the quarters were lost In amage- 
menf. (62) 

[In this verse the first line serves as an example of the 
second variety 5 when there is superimposition first and then the 
denial* In the second line of the verse there is the example of 
the first variety, where there is the denial first and then the 
superimposition. 

These two aropa and nigedha enhance the poetic charm* 
If Uropa enhances the charm in one case, the nisedha enhaoces 
in another case,] 

The third variety : Establishment of falsehood by the usage 
of the words like chala, etc. as : 

Siva, the Svayaoabhu has attained the governing position 
in this middle world to protect the entire Earth under the pretext 
of the king Klkati VIrarudra. If not how can the cities of 
enemies be reduced to ashes with a simple glance that is fearful 
or odd and the kings are humiliated ? (63) 

[Here there is the usage of the word chala by which there 
is the falsehood superimposed on the prakfta. So this is the 
third variety of the figure apahnava.J 

ULLEKHA LAN KARA : REPRESENTATION 

To conceive of an object in different ways in accordance 
with the difference in perceivers due to certain purpose (artha* 
yoga), respect (rttci or taste) or double entendre (*le*a) is said 
to be (the figure) ullekha. 

a) Rucyarthayoga, as : 

All the kings praise the city of the Klkati-Iord always as 
the abode of Laksmi (wealth), the warriors of the enemy camp 
eulogize as the deep tnine of valour, and the men of letters extoll 
it as the strolling site of knowledge. (64) 
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[In this verse it is noticed that the king's enemies and 
scholars are representing the city of Prataparudra, as they per- 
ceive it from their stand point of view, as the city abounds in 
wealth, valour and education. This type of representation in 
different ways by different persons is known as the figure ullekha. 
Here the respect of the people for the city as well their purpose 
(arthayoga) also can be noticed.] 



b) &le$a, as: 

Poets speak of the king Rudra as Siva or cruel to the 
enemies; as the^Sun or lustrous in qualities, as iirama or 
attractive in limbs; as Bhlma or dreadful IB w^rs and Visnu or 
the foremost among men in the case of sports with Lalgml or 
wealth. (65) 

[Her> ihere is no difference in persons; but there is diffe- 
rence with regard to the object described, i.e. difference in 
visaya Th*. common property exists because of double entendre 
Heoce this is a case of ullekha.} 

(JTPREKSALANKARA : POETICAL FANCY 

The two figures of speech (utpreksa and atisayokti) based 
on adhyavas&ya arc being enumerated* To conceal either visay& 
(upameya) or visc^ (upamana) for the sake of knowledge of 
non-differeace (abhedapratipatti) is adhyavasaya. It is of two 
types: 1. by concealing visayi and 2. by concealing visaya* 

[As in the case of tfropa there is the knowledge of ncn- 
difference But even then adhyavasaya is superior to mropa. In 
adhyavasaya there exists aropa and vice versa. But the nomen- 
clature depends on the importance between adhyavasaya and 
Qrapa* 

In tht; case of adhyavasaya the charm is because of the 
relationship of guna and kriya which ara aprakrtas jYith the 
pmkrta. As such this is considered more superior to aropa. 



Adhyavasaya means conclusive kcowledge 
shines as non-tliffereet* This ni&cayajn&na maybe real 
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or Illusory. To take a serpent as serpent Is real and to take a 
wpe as a serpent is illusory. As there is no charm in both these 
casts It is not a figure. When we intentionally believe a thing 
to bs some other thing, though in fact it is not so, because of 
the existence of the common property, it becomes a figure based 



on 



In this process either viqaya or visayi can be concealed. 

Concealment lies in falsehood. If visayi is concealed by false- 
hood it is called sQdhyHdhyavasaya and if visaya is concealed 
by falsehood it is called siddhadhyavasitya; e.g. :>* 

The face is visaya (upameya) and the Moon is visayi (upa~ 
m9na). If the face is said as Moon., though it is known in reality 
that it is not so, by superimposing the qualities of Moon on it, 
the Moon a vi$ayi shines concealed through the face which is a 
visaya in reality. In the statement c the face is really the Moon 9 
though there cannot exist knowledge of non-difference between 
Moon and face, as the face is real and Moon is unreal, this non- 
difference is created by the usage of the words like manye, fanke, 
dhruvam^ prayafy and n&nam. This is tailed sftdhyZdhyavasaya* 
It -is so called because it is achieved by effort though it is not 
real. 

lo the case of a statement 'this is Moon* where the word 
face is absent, there sparkles reality though it is false, as the 
word face, which becomes the cause of falsehood, is absent* 
The face which is a visaya though it H real is concealed without 
being expressed. As such in instances of *his type the adhya- 
vaaaya is known as siddhadhyavasSya. The adhyavasita is made 
important here.] 

Definition of utprefya : 

If thzpmkfta (the object on hand) is fancied as something 
else due to the relationship of other object it is said a$ utprekM 

by the learned* 

Where the prakfta is fancied as the aprakrta because of 
the relationship of guna and kriya of the aprakfta it is called 
or poeiical fancy, It is c f two kinds : L v&cya and 
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2* pmtiy&mana. If the words like nunam. dhruvam aid 
etc., which establish the element of fancy are used it becomes 
vacya and la th&ir absence it become? pratiyaman. Again when 
j8t* 9 krtyQ, guna and dravya become factors r f adhyavasaya or 
complete identification it (utpreks} became? Our fold. When 
these ars fancied as 6/t&v<i and abhsva i* again becomes eight- 
fold, The adhy&vasftya may be due to gs/wa cr /-/)3 when it 
becomes separately sixteenfold. It is eniy n the vacyotprck$5 
there is the twofold division of the cause (ntmf'ta) as v3c*0 and 
gamy. In the case of prativamSnotpreksS if the words like iva, 
etc,, (which are s&mbhavan&v&c&kas} are not used and the cause 
also is not expressed tfas utprfksa becomes ba*ele* Ltl-rth^s 
due to svariipa, hem ad phala there are man} varieties in the 
case of ddhyavasSya. Even in the case of v3cyotprek$8 when Ire/w 
and phala become the factors of uipreksa the cause (nfmitta) 
should he expressed. It is so, when the means r.re e^p-essed 
without expressing the end, it cannot properly be con- trued* 
Similar is the case if tbe end is expressed without mentioning tbe 
means because they are mutual expectants v ?.e. t*ey are mutu- 
ally dependents on each other). In the case of hetuiprek^a ih$ 
fruit or phala becomes the cause or ntmttsu. If it (phala) is not 
expressed with which it can be construed as a rancor hetti? 
In the case of phahtprek% the sfidhana or means is the cause. 
If it is not expressed with which phala cac be construed? 

[When the praktta is fancied as aprakrta on account of 
its relationship through guqa and krf}9 it becomes the figure 
utprekffi; for e g. the face is considered as prakrta and tbe Moon 
is aprakfta, i.e. a different object. Because of the qualifies of 
clarity and delightfulness belonging to the Moon which are con- 
nected with t'Jtf* and Mp9 are found in the face, the face is 
fancied as the Moon, Then, it becomes ite figure utprek&. 
There are two divisions in this figure as: 1 v^cyotpreksa and 
2, pratiyammotprek^a. When the words like nSnam (verUy), 
dhruvam (surely) and praya* (often), etc , which indicate fancy 
are used it becomes vacya. When tbe words like nunam, etc., 
ire not used it becomes pratlyamana. Further, in the course of 
adhyavasnya or complete identification* depending OB tbe factors 
like /iff, krtya, guqa and dravya each of the above two divi. 
sions seperately becomes fourfold. Again when these four con- 
nested with JStt are fancied as bh9wrSpas **A abhavarupas the 
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vacya type becomes eightfold and the pratiyamSna type becomes 
eightfold. The adhyavasSya or complete identification may t> 
either connected with gu%a or kriyft, S basing on these gu%a& 
and kriySs each division becomes sixteen fold, If the types con*- 
Bected with jati, gu%a % kr iyS and dravya are fancied as svarapdt 
(svarupotpreksS), hetu (hetutpreks) and phala (phalotpreksQ) each 
oae again becomes fortyeightfold These are otherwises 
known as: jatyutpreksa 12 types; kriyotpreksg 12 types; 
preksa 12 types and dravyotprekqa 12 types. 



fa svarupotpreks) the utpreksas considered as 
j8tibh<$votpreksd$ arc four types; similarly the abhavotprek$8$ are 
four types; likewise the kny3nimittabh8votprek$fts are four types, 
and the kriySntmittabhavottprek^Ss are four types. The same is 
the division in the case of hetu and phalotprek$$$ In this way 
the vacyotprekqZ becomes 48 types or fortyeightfold and the 
pratiyamanotprek^S also is fortyeigiufold, 

la v3cy&tprek$B there are some more types as resulted from 
the cause or nimitta, betog vScva or gamya* When the cause is 
vftcya 'expressed verbally*, the divisions like guqGnimitta orfcriy3- 
nimitta are clear; but when the nimitta is gamya there will not 
be divsion ; like gutfammftta and kriySnimitta gamyotprek$&$> The 
verbal expression of guqa and krfys does not arise when the 
nimitta itself is not expressed. Hen@e 5 in, the case of nimitta not 
being expressed there will be only one type. In all the varieties 
of vucyotprek^Zt also this nimitta does not figure as not being 
expressed. It is only in the case of svarapotpresk$& the v se divl~ 
sions occur; but in the ease of hetiitprek$ and phalotpreksa these 
divisions will not appear. 

In tha case of ketutpreknft the phala becomes ntmitta or 
cause and vice versa, If ooe is said to be the cause and the con- 
sequential effect i not said it becomes dijficu't to construe the 
statements, hence 50 the case of hem and phalp utprek$3$the, 
nimitta should be present. As already explained if the warup&t* 
prtk&a is with ntmitta it is of sixteenfold, wherein the gttifa* 
nimlttas are sight and the kriyJtnimittas ai 4 e ighu Iftbe-other 
eight types belong to the aupattanimittas v i e. nimitta not ex* 
pressed) arc also added to thes^ sixteen types already noticed r 
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the svarupotpreksa on the whole becomes twenty four types* In 
the absence of nimitta there will not be the divisions based on 
gwpa and krtyO and as such they are only eightfold as four types 
of anupnttdnimitta-jMtyndi ~bhavotprek$&s and four types of anu- 
pattanimltta-jatyadvabhavotpreksas. Again when these are con- 
sidered in the light of yarn", gutia kny and dravya in each of 
these divisions there will be two more types of the amipatta- 
ntmUtakas^ as - anupattanimittaka-j&tibh%va~svaTupatpreksa rnd 
anupQttanimittaka-]~dtyQbh8va~$vaTup&tprek$%. This divbron does 
not exist io the case of hetu and phal&tpreks&s* This type of 
division is also possible in the case of gi&ta* kriyo and ttravyot- 



It is only in the case of vScyofpreksa that the nimitta 
becomes vacya or gamya but not in the pr&tiyamanotpteksa. As 
the words like iva, nunam, etc f which indicate fancy are not 
expressed^ In addition Io the absence of these words y if the 
nimitta also is not expressed the utprek$3 becomes baseless* 
There are four factors in tbe body of utpreksa as prakfta^ apra- 
fcfta, nimitta aod sambhSvanS. In the absence of thete last two 
the first two {actors only, remain. In the presence of these two 
only faow can ic be called the figure utprekqS ?. For example : 

**Fortuiate one ! she, not being able to obtain accommo- 
dation in your heart, which is occupied by the thousands of 
damsels^ and not finding any other work is making her body, 
which is alredy thin, thinner and thinner every day-** 

Here in the expression mahilftsahasrabharite tava hrdaye 
amSnti, i.e. riot being able to find accommodation in your beatt 
which is filled with thousands of damsels, is utprekjst in which 
the words like iVa, etc* 3 are not used *So this become* pratiya- 
mQna. In this context siakias the body thinner and thinner Is 
nimitta or cause. If this nimitta were not expressed utpreksa 
becomes baseless. As such it is to be noticed that in the case of 
pranyamftnotpreksft the nimitta must necessarily be present. In 
vttcya as there can be nimitta expressed and not expressed it 
becomes on the whole fiftydxfold. When the fortyeight types 
of pratiyamana also are added to this the figure utpreksa becomes 
hundred and four (104) varieties]* 
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as 

The three worlds appear as if they were immersed in th* 
fathomless ocean of the fame of the king Pratapamdra due to 
the contact wrtii the ill-fame of the wretched Icings, (66) 

Here if the v"O"J majjana (immersion) which is the nimitta 
in this utpr^km is ;io: u*?rt the hetutpnkqS by the word 
does nof create any 



[Here the contact of ihe ill-feme, though not the &e/i/ o* 
ctus? f *r the imriersi :ri of the three wor'ds it is fancied as hetu. 

Hercf th 3 if- a hetutpreksS. In ibis instance majjana is the 
nimitta. J f th ; .- wer^ n^t to be said the hetutpreksa obtained by 
the n sage sa&gad tva does not bring about any charro* 



f:i the case of phalotpr^a the hetti becomes ntmitta. If it, 
were not to be aaed it becomes* doubtful as to which if becomes 

a phala.J 

The Sun under th* pretext of an image is entering the 
sw^rd of the Andlira k'ng probably for the blowing of the lotus 
that Is th? abode of victory (jayasri). (67) 

- Here if the entrance of the Sun which is the nimitta in this 
titpreksU is not said, the phalotpreksft brought out by the expres* 
s ? .^n jayairlvasakamalankasayeva does not fit in, Therefore, In 
the svariipotprek$a itself there are two types depending on the 

usage of nimitta and its absence (i.e. up&dsna and anup&dffina of 
nimitta). 

The foHowin T i? the enuroeration of the varieties of vncyot- 

prekqa 

i . Upa ttagunimimitta~jatibhava-~syarupotprek&B, 

i i i . UpSttakriyanimitta-jatibhava svarupatpreksa 

iv. Upmtakriyanimitta^jmyabhava-svarUpotpreksS 

* Anupattanimitte- jatibhZva svarUpotprek^U 

vi . Anupmtanimitta~jatyabh$va -svarupotprekgft 
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vii . Upattj gtofinimit'a-jafibhitva-hztutprekfQ 

viii . Upattagtinanimitta -jatyabhsvx- luiutpreksa 

i&, Upftttakriyanimitta - ftittbhava hetutprek$& 

x . Upattakriyanlmitta-j8tyabhava-het&tprek$& 



x . 

siii Up&ttakriyniniitta 'jfttibh8YQ-phalotprek$a t and 
xiv Upattaknygnimitta jalyabhava-phalotpreks* 
These are the fourteen jatyutpreksas. 

ID the same manner the usprf j ;s&$ with regard to 
and dravya o r c to be cnuajcrated. As suet there are 
x varieties in vacyotprekfQ acd in the case of pratlyam&not- 
th^re are fortyei^hc varietievS. But is* the case of s^aru- 
on account of the i^ev*taMe usage of nimttta and 
abseace of charm either in tr;e form of g&na or krtys if the 
nimftta is made implicic, there is only oee vane -y. It is 
already observed that both the guna icd kriyft can become the 
and nimittas in an utprekfa. 



The statement in the ancient works that *tbe utprek&n is 
only of nineiy&ix varieties* is noihing bat a simple eouinoratiorj* 
It is only the fiftystx varieties (shown by Vidyanatha) are capa* 
ble of creating charm. Their illustrations are as follows : 

L Up&ttaguifanimitfajattbh8va$var&potprek$& as: 

The glory of the king Kakati-Vlfhrudra who ascended the 
throae, coverjog the fame of the ancierl kings possessing the 
lustre of the millions of Suns, and rising op with the delight of 
obtaining a king capable of protecting (the Earth) is shining at 
the borders of the quarters like the lustre of a violent laughter 
of the three worlds. (68) 



the word prabhS is a j&tivacana* As the lustre of 
the violent laughter belonging to the three worlds* is only a 
fabrication of the poet there is no room to doubt it as upamft 
'simile 9 , 



2?g Prataparudrl yaoi 

ln this verse the pramodaguna is the nimitta; i 
p^abh3~ Is a j&ttvacana* The lustre of the violent laugh 
be natural but its connection with the three worlds is n 
r**. So this is to be deemed as the invention of the po^ 
d/e* not give scope for a Sgure simile. Therefore, ti 
iva u*ed in the verse expresses fancy but not simile. l 
when the simile is wellknowa in the world. It shows, t 
iron prop?* ties but not when invented. Even the auci 
of the Baffle opinion. As such in the present instance ii 
an utpreks& but not upamana*} 

2, Upattakriyanimittajatibhllvasvariipotprekfa as : 

The thick dust-line (pollen-line) that arose in 
luousty is like the cluster of biossoms that sprouted uj 

horripilation due to joy of the Eazth which Is made irapai 
(or which is made a pond) by the waters of the corona^ 
the valouroy^ VIrarudra who has ao agreeable wife. 

Here in fancying as pulaknnkuramanjarlva the sarasl 
is a nimitta In the form of 



[Here the paragarekhd is the visaya aad the pulakan 
is the vtfayi. The word iva is the satnbh&vanavacaka. The 
karaya is the n/m/Ma as a kriya. So the putakamanjari whi 
sarasikaraqa as n/w/rra becomes the parUgavt^aya In the j 

of the fancied identity. As such this is a ease of * kriySni 




5. as 



The light of the Moon IQ the form of nail* of Pra taps 
looks as if were the reading lamp of the scripts inscribed 
fate on the foreheads of the kings prostrated at the feet, 



is 



[Here the lustre of the Bails is the visaya the re 
lamp is ,* and *>a is C a*a. The // is faL^ei by ut 
lr and the rfto a is not said. As such th 1.1, \ " 
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4. UpUttagunanimittaj&tyabh&vasvarupotpreLa* as: 

The fame of Prafaparudra, having been cleansed by the 
billows of nector in the form of qualifies and washing the 
haughty kings with the waters of the sword is possessing purified 
limbs in a bright manner, (71) 



[Here ?hc absence of dirt o*> the limbs i e. } 
is jStyabhava and posing purified limbs, i e., svacchatft, is a 



5. Anup&ttanimittaj&tyQbh&vasvarupotprek$& as : 

The dust raised by tfu- trampling of the feet of the 
elephants and horses at the time of tku victory marches of the 
king Ruclra who conquers the qaancrs, and whose valour is well 
established io the inmver&e 9 having eclipsed the enemy force and 
making the sky rid of the Sun is creating different Suns known as 
valour iu all the directions. (72) 

Here this is jstyabh&va (indicated) by tbe word asuryam* 

[In the expression divam^ asnryam iva kftva* the anufQtta* 
nimitta~jatyabhavasvariipQtprek$a is to be noticed. The Sun is a 
and hence his absence is 



(The above five examples belong to jatisvariipotpreksa.) 

6* JatthetutprekqX as i 

The Earth is made to forget her stay on the mountains of 
the quarters, as it were on a soft couch, by the lofty arms* of 
Prataparudra who is preeminent in the universe. (73) 

3. It becomes a bit difficult ti> construe this verse unless tlie word fame 
(klrti) is supplied. Editors have suggested different readings in this 
connection ; 

i) . ..... gunamrtormidhauteva rffjaty amaUkrtahgah 9 and ii) svae* 

chai$r8 bhavanti* Dr* Raghavan is silent on this. 

The striking feature in this verse is the absence of sambhSvana-* 
vacaka, 'the word that speaks of the fancy *, when this verse Is an 
example of vftcyotpreksa. Hence there must be a slip some where in 
the veise. To rectify this defect it is also suggested that the words 
ivSjau may replace bhavanti in the last line. Some of the printed 
editions give the reading samyati vtravaryah at the end of the la r 



ISO Pra tapar tidrl y am 

Here the jatihetu is by $ayy3 eva* 

\$ayy& is a j&tivacana. Though & soft couch is not the 
real cause It is said as the cause of forgetting the stay on the 
mountains. Hence this is a case of jStih^tutpreksS, Forgettiag 
the stay on mountains is 



f* JdtyabhQvahetutprek^S as : 

Probabiy because of the absence of the kalpa-tree on Earth, 
the creator having thought of, created Kak&ti-lord who posses* 
ses the magnificence of the deceptionless generosity. (74) 

Here the hefu i- the absence of far/jMr-tree. 

[In fact the absence of fc^/pi3-tr*e is B0t the cause for. 
creating Prataparudra. But even then it Is fancied at the caust. 
-So tfa'S is hemtprekszt* Kalpav?k*a is ajar/ and its i|fase3ce is 
Jatyabhttva*] 

8* J&tiphaloiprek*a a^ : 

Vcr?3y, the arms of the king Vlrartsdfft, that mre long 
enough to touch the knees, are protracted only to see that they 
become the supporting pillars for the Earth* (75) 

Here the phala is said by the word stambhlbhavitum* 

[Though th acting of the arms like pillars is not the phala 
it is fancied as such, The quality of being Iog is nimltta and 
the stambha is a jsti which is said to be the 



9. 



as 



It looks as though, the enemies of the Kakati-lord having 
iiademood (observed) that the animals are not to be slaughtered 
have resorted to eat gnm frequently, to shed off human 
nature, 

Here -th^ fhala is m the jatyabhSva by the* word 
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^ is the abstnce of J^rf, The usage amantfat- 

vaya in the dative case indicates the phalotpr ksS. Resorting to 
at gra^g is mmina.] 



10* 



as : 



The forests in the deserts which have the murmuring 
sounds in the interiors due to the waves of breathing of the 
women of the enemies of the Kakati king look ;>ke an&uering 
those who request for shelter. (77) 

[Here by sayiog dadativa the utprekqa of the dSnakri}- 
svartipa is understood and possessing murorujring suunds is 
. nimittn.] 

tL Kriy$$varupabhavotprtki& a* : 

When the Kakati lord is disiticlined (towards his enemies) 
even the forest became awefully thorny. It is dragging the 
enemy-kings by hair as if it does not give them eotrj into Its 
regions. (78) 

Here the; kriyn$vari*p&bh$tva is by the word adad&mv. 

[The abhava of the knys or action is fancied here by using 
the ward adaddneva* i e* as though oot giving - a negation of tie 
action* Vikar$ana is nimitta*} 

(In rhe t*xt proper there is no example for ntmi'tSnu* 
pad&na.} 

12* Kriyahetutprek*3 as : 

The sprouts of the pride of .the kings arc being withered 
away day by day as if (they were) repelled by the terrible heat 
of the Sun in tine form of the KIkati-Jord, (79) 

Here ihe expression abhibhavad iva shows the cause of the 
act iota 

[Partmfona whlch ; is a ptiata^ is the nimitia i|i fancying 
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73. Kriyabhavahetntprek^n 4 as: 

[The checks of thst girl are somehow like that. They 
became emaciated as though not being able to look at each 
other. 

ApaSyantav wa is the negation of the act of seeing which 
is fancied as the hetu and getting emaciated is the nimittQ**\ 

14. Kriyaphalotprek$& as ; 

The sounds of the kettle-drums at the time of war march 
of the Aadhra king which eclipses the great war in the form of 
the rage of the thunderbolt is entering the interiors of the caves 
of the mountains, as if in search of the enemies hidden some- 
where. (80) 

[Here the act of searching* Le* anve$a%akrty& is fancied 
as phala and the act of entering into the caves is the nimftta.] 

15. Kriy&bhftvaphalotpreksa as: 

The Siddha-ladies who live in the bowers of the simadris 
(i e. the mountains on the boundaries of this world) are singing 
the glory of Srlvlr4rud?a which possesses the worship similar to 
that of the one made to Moon-light as if it should not touch 

darkness, (81) 

Here asa*&$pm$um tva is tfaa negation of the action or 
kfiya which is a' phala* 

[The phala.is fancied in the manner of the negation of the 
action of touch? og. Hence it is kriyanimitta.] 

(So far the kriyotpreks&s*) - 

16. Gui$a$varup0tprek$& as : 

The beauty of the graceful sight of the Kakati-lord is 
shining in all -beings like the form of favour. (82) 

4. Vi&ylnStha did not illustrate this kriySbhavahetutpreksa. Hence to 
fill up this gap the commentator KumarasvSmin cites this verse as an 
example* 
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[The pras&da Is a qualif} and its identification is fsuc'ed. 
As such this is a gunofprekqa* Because of the attribute murtitn&n 
to prassda thib is an instance of utprekfQ* Otherwise it would 
have been a fcitnile.] 

va$vanipotprek&& as : 

The Earth whose limbs are cooled down by the drops of 

<tfae waters of the great coronation of Prataparudra shines as 

though it is freed from the hot breathings of Adisega who labours 

under the burden of the Earth. (83) 

Here the word pm&&nto$m$ is gunabhava, 

[Ustna is a guna. As it is said that it is suppressed the 
abhava of gtttta can be noticed there. This Is only the thing thet 

is fancied here ] 

18* Gunahefutpre/tsa as : 

The sword of &rlviranidra is becoming the patron of the 
wealth m the form of victories. Probably because of jealousy 
it is ready to snatch away the wealth of victory of the enemy 
kiogs. (84) 

Here $uys is the hetu for the guif a. 



[By the word asuyayeva the quality of jealousy is fancied 
as the cause (hetu)* Snatching away which is a phala is the 
nimitta*] 



19, GtttfUbhuvahet&tprektS as : 

The oceans are having blackness in waters, as if by their 
unhappm^s on becoming heal-deep to the depth (profoundly) 
of the king VIrarudra, - (85) 

Here the absence of quality in apramodad iva is the hetu. 
[Attaining blackness is the nimiita ] 

20. Gw$aphalQtprek$a as : 

The serpents are let loosing nectbr to sing the qualities of 
the Kakati-lord/as if to attain purity for their fangs that are 
impure wiih poison. (86) 
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Here phala h said as gitQa by the expression nairmalyar- 
thorn* 

[la the word nairmaly&rtham /v#,.the guna is fancied as 
phala. Singing of gwpts is the nimitta. The word nairmalya 
suggested punty only.] 

2L Gunabhnvaphalofprek^ as : 

The enemy-women of the Trilinj!a-]ord } in the absence of 

protectors, became disinterested in the graceful movements of 
their eyes as if for the sake of xun~enemity with the deers who 
are the fittest relatives in their forest-abodes* (87) 

Here there is phala to the absence of gu$a in the word 
avatrsrtham. 

[The wo 11 en generally possess graceful movements of the 
eyes. The deer also is said to possess this grace. So there is 
every cfaanes for them to come into conflict with each other. 
Hence ii is only to avoid this conflict with the deer which neces- 
sarily became relatives in the forest?, the ladies of the enemy- 
kings of Prataparudra gave up their graceful movements of the 
eyei. 



Here in ehs esprewoQ avairSnham iva there is the absence 
of gutpa which fa fancied as phala.] 

{3a far the guqotpreksas. Hereafter dwyvtprek&$.) 

22. &ravya$varupotprek%a as : 

The new KafcatMord is shining in this world gladdening 
(the people) with his lustre hke the Moon that has come down 
to tte Barttt, leaving the sky that there is no completion every 

** 



[The word indur ha is considered a dratyewarupa which is 
" f l a dravya ashe is theonl >" * and hence 

Ma t Ce AS ther ' IS the Wwtiaoation with the 

Moon it i 
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23. Dravyasvarupabhavotprek^a as : 

Whsa the Kakati-lord, who is unparalleled in charity and 
who satisfies the mendicants on the spot, ii thming on the 
Earth, the Heaven locked as though it is rid of parijata. (89) 

Her the Heaven *s fancied as rid of the pGrijsta tree* 

[Ptitrij&ta is the onlv one of its type. So it is a dravya; its 
absence is fancied* Hence this is a case of dravyabhavotprekfa.] 

24* Dravyahetutprek&a as; 

The armies cf the enezby-kings (the wings of the IBCISO* 

tains) are completely rooted out by the king Prataparudra as if 
it were by another Indra (90) 

[Here apareneva vajrinn show? 1 that the dravya is fancied 
at the cause. Indra is a dravya*] 

25. Dravyafatvabh8vot0rekii& as t 

Brahman got agitated by Men* who^e limbs arc liquidated 
la the heat of the val >ur <.f tbe Kik^tlya (lord) as if it were by 
a mountain which is not of gold. (91) 

Here there is the absence of hetu^y asuvaryacatena. 



ijs the only one and so it IK a dravya* When 
the entire Meru is mehed in the heat of Prataparudra*s valour 
it looked as if it were ao ordinary mouB tain with stones only. 
So Brahman got agitated. The word asuvanfScaleneva $hw the 
absence of this dravya wh?ch is faocitd as the hetu. , Here vyaku- 
latva is the nimitta.] 

as: 

The fame is spread by Prafapanidra all through the quar- 
ters, probably for the sake of one hundred milk-oceans and on* 
crore of Kailasa iBOiifitaiBS. - ( 9 ^ 

H:re dugdh$rifava$atSya serves as the fancied phala of the 
firavya* 



Prataparudrlyam 
is the nimltta and 



fancieJ as phala.] 



27. Dravyabhamphalotprek^a s: 

The dint raised in the military marches of the king Vlra- 
rudra cov.-ring the quarters stands as if it were to wipe out 
the sky. (93) 

Here the word nirakQia means the absence of the sky. 

L'ktwise other varieties, as possible, can be illubttated. 

Thus fends) the description of the figures based on simi- 
larity. 

[By the word bhedantaram it is *o he noted that there are 
other varieties of utprekstti like upamopakramotprek&, etc. For 
example the line kastitritilakantt phalaphalake devyS mukham* 
bhoruhe ^ aa instance of upamSnopakramotpreksS and yatrollasat- 
phenataticchalena muktstfchaseva vibhati sfpra is an instance o'f 
s3pahnavotprek*S, So, far ths utprek& based on sSdhyavasaya i* 
enumerated. Kow comes in the attiayokti based on siddhadhya- 
vastlya.] 

ATttAYOKTf; HYPERBOLE 

When the vhtayi (upamana) ia expressed without expressing 
the v/fcya (upameya) it becomes atihyokti and it is enlivened by 
the pompous speech (psau^kok'ti) of the poet. 

It is atlsayokti where the vi$ayi (upamSna) is established 
after removing the vfsaya (ttpameya) by means of the pompous 
expression of the poet. There are four varieties in it ; i. non- 
difference in difference (bhede *bhedafy) t 2. differ ence in non- 
difference (abhede bheddh), 3. aon-attachmcnt in attachment 
(sarnbandhe 'sanfb^ndhah), and 4. attachment in non-attachment 
(asaajibandhe satjtbandhati). Where the effect and ^ause aie inter- 
changed 4 in their positions and order s though not based on 
adhyavasaya or complete identification or introsusception, it is 



Arthsia&kirfi 



(by S ffle > as 
of the pompons expression of the poet. 



C . Wher * the odkyavaaita i e the object that attained adhva- 
tr T SUSCepti0a iS made ittl P rtant i b^ornes the figure 
.h O '^ ft ' thS com P iete >orptioo is related to 
whereas m wpw^ it is related to the present! 



For example, if the word lotus is used for the face it 
means the lotus has swallowed the Face. Tim mean that She 
face xs not verbally distinct as it entered rh lotu S T houg he 
JoMtt expressed, in realicy there is no lotus there So from 

' 



wh-c 

n '" 2Dd Ihe IotUS Wbich i 



he UEUaI P " Ctice ' Hence this been** 

In tf^*fff unlike this it is a doubt. That is the 
w lghs more on Beside of the w ^ wflwa as 



te w ^ wflwa as . 

it cann f "" Jh there is no definite knowledge As S ch 
it cannot go beyond the usual practice. In the presence of he 

/. Bhede 'bhetlah, as ? 



and 



sxv 

tree to be festive to the mortals is r-I?i J / P " SCnt * alp * 

essence of the above vcr. y WOnderfuJ - This is the 



2gg 

Here the word kalpataru is said to be a vmayivdcaka. By 
this Praflparadra is fotrosusceptcd or completely identified and 
Prataparudra who is a vi^aya is not verbally expressed. So it is 
noted that tb^re is importance here to the kalpa tree which is in 
complete identification. As such this brcomes the figure attia- 
yokti. 

There is a real difference between kalpataru and PratSpa- 
rudra But even then due 10 the force of adfywasftna there 
appears non-difference, 

10 this verse the expression k^katl^amohodadheh is a 
rZpaka. Oo ths basis of this expression kalvjtamr jatah also is 
to be treated as r&paka only, because this, procedure a]y helps 
the cousiruing of the verse in its entirety. Though tberc 
is a scope for this type of doubt, here ** f s t^ be understood that 
this need not be taken in its entirety for the purpose of con<,triu 
ing the hense and if c^n be taken in part^ for the sake of satisfy- 
ing the definition of this figure atitayokti, by abhedMhyavamya,} 

2* Abhede bhed&Jf, as : 

Ttiat loftyneis is different; this esteemed depth is beyond 
expression. The way of that glory and valour aho is entirely 
unusual. Tbe celebrity of the arms is distinct Every thing 
that belong* to the king Rudra is new, I cannot understand 
what type of material and in what manner is used by the four- 
faced oae (Le, the creator 



Here eireh though in reality th loftyness, etc,, are not 
different they are spoken of as different, So between the Jofly! 
net. (aunna^a) that is natural and the one created by the poet 

'I Pam / US SPeecbs th U8h tbw ** difference there is 
identification by non-diffarcoco (abhedadhyavamy*). 
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In this figure atiiayokti there will he the hyperbolic expres- 
sion always due to the genius of the poet If this were to be 
achieved the i&cenuon of the poet should always be ID the 
adhyavassya only. In the expression aunnatyam mahad any ad 
eva* it is to be noted that there is one natural aunnalya and 
another aunnatya fancied by the poet by his genius. Though 
there Is difference betweeo these two it is also to be understood 
that there is abhedftdhyavasaya.] 

3. Sambandhe *$avpban^hah as: 

The cimamani is a rock. The kalpa tree is a tree. This 
k&madhenu isananiraal. AH this universe is with full of mis- 
takes, All this creation of Vidhata does not appear to be skill- 
ful So how can this (type of) creation touch upon RudradSva 
who is the abode of all ruling qualities? (96) 

Here though there is connection with the creation of 
Vidblta it is said as having no connection Here the abhedadhya* 
vas&ya is with livara who is beyond the creation of Brahman. 

[In fact Brahman is connected with the creation of 
Prataparudra Even then non-connection only is spoken of. 
Isvara is beyond the creation of Brahman, Similarly Pratapa- 
rudra too. So there is the adhyavasaya with Isvara. 

There are natural qualities of Isvara and there are the 
qualities of Prataparudra as expressed by the poet. The adhya- 
is between ;h **se two types of qualities only.] 



4. Asambandhe sambandhah as : 

Oh Brahman ! Even in the creation of the mountain Meru 
you did not have so much of pleasure. What is this? Sir, it is 
true, my job as creator has become fruitful, as VIrarudra is 
created* Oh ! why do you speak lies? For the protection of 
the three worlds, Isvara bas descended to the Earth on my 
request; like this the conversation went on between Hari and 
Brahman- (97) 

Here though (here is no connection between Han and 
Brahman in this conversation, it is described as having connec- 
tion. There is #bhedadhyava*&ya of KIkati-Iord with &ambhe, 
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abhedadhyavasnya u due to the quality of protecting 
tbe universe*] 
J. KSryakarattayoh paurvaparyaviparyayampWisayokti as : 

Mother! how is it the arrows of Cupid are falling evca 
b*for- the ight of the Kakati-lord ? Really! Cupid who it 
vanquished by his form and charm became his <ervant. (98) 

Here the order in the effect of falling of the arrows of 
Cupid and the cause of falling of the glances of the beloved ii 
intrchanged 

N ? w because of the similarity of the word uhti and the 
cause of tbe atisayakti tbe sahoM is being defined : 

SAHOKTYALAftKXRA : CONNECTED DESCRIPTION 

Where the construing h with ihe meaning saha because of 
atlsayoktf and the similarity coacocted JK at the cud, there it i* 

called (the figure) sahoktL 

Where on accouat of atitayokti, either in the form of bhede 
*bheda or the interchanging of the effect and came there is 
importance for one in construing and with the meaning of saha 
in the case of another and the upamanopameyabhava n con- 
cocted tiie re arises (tbe figure) sahokti. As the idea of upamSna 
and upameya (upamSnopameyabhSva) is dependent OB pffikariyika 
and apr&karinika (i.e. object* on hand and rot on hand) and 
because of connection with sahartha and both (upamnna and 
upameya) being prakftas there cannot be the real upamanopa** 
meyabhava. 



hokti whica has the effect, and cause interchanged as its basis) 
as: 

la the battles the edges of the swords of the soldier* of tbe 
Andhra king, possessing the lustre of the leaves of the blue 
lotuses, arc faUing on the necks of the enemy ki^gs along with 
the garlands from the celestial damsels, (99) 
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There is the change in order here by saying that they bcth 
(i e the swords as well as the garlands) fell simultaneously when 
the falling of the garlands ought to have been said as fa!! ; ng 
after the swords. 

[Here the upamanopameyabh&va is suggested between the 
garlands and the swords, when it is understood that the swords 
are falling on the necks like the celestial garlands. As both the 
swords and garlands are prakfias the upamanopameyabhsva is 
not t&stric First the swords must fall and f ben the garlands. 
But here it is said that they both are falling simultaneously. 
Ai such th order in the procedure is changed.] 

Sle&agarbhabhedadhyavasSyarUpa bhede*bhed!arupatisa) f okti- 
m&tit sahoktih : The aiisayokti in the form of abheda in bhtda* 
which has the complete identification due to non-difference on 
account of ifas a (double entendre), becomes the cause of extreme 
delight. The sahokti based on this is 

The lu&tre of the valour of the king Rudra illuminating 
the vast universe every day, is prospering along with the SUB 
who possesses the unblemished or chaste splendour. (100) 

Here the word u day am means both prosperity as %el! as 
the Udaya mountain. There is the abhed&dh) avas3ya between 
two through 



Next vinokti which is opposed to sahokti is enumerated. 
VINOKTYALA&KARA : SPEECH OF ABSENCE 

In ifae absence of a related object if the delightfulrtess or 
otherwise of the other abject is disregarded it is calkd vinoktl. 

Tuat is vinokti, when an object in the absence of another 
object becomes either delightful or otherwise It is of two types 
i. aramyata and 2, r&myata. 

/. AramyatS as : 

What is a poetic composition if it is rid of the description 
of the qualities of the king Pratiparudra ? Oh poets! jou all 
listen $0 tins, 



Prataparudrlyam 

Here uasMningness of the poetic composition in the 
absence of the description of the qualities of Prataparudra is 
spoken of. From this it be omes imperative on the part of th* 
poets who wish radiance for their compositions to delineate the 
qualities of Prataparudra, 

2. Ramyata as : 

When the king Rudra who is the Moon in the world, who 
is replete with all digits., whr> possesses the form of bliss of all 
the three worlds and pure wealth triumphs every dav, if the 
Moon possessing h's body which becomes complete day by day* 
without marks shines io the skies, he too can be said form* 
nate. (102) 

Here the Moon is said to be splendid in the absence of 
marks when Prataparudra shines. It mean that in the presence 
of an opponent who shines with all good qualities, that type of 
qualities only will be beautiful and not otherwise. 

[As it is said that the Moon will be agreeable without th* 
marks, this is an instance of ramyat&J\ 

SAMASOKTYA LA&K&RA : SPEECH OF BREVITY 

It is called samQsokti where an object not cm hand is 
understood due to the sameness of attributes that are applicable 
to the object on hand. 

Where another object is understood on account of th* 
similarity of the attributes that are used for the object on hand 
It is sam&sokti. It is of three types; 1. slisfavfse^anas^mya^ 
2. s&dhnraqavUesanasccrnya and 3* aupamyagarbhaviie$aifa$Umya 

1. &li$favise$anasQmya as : 

The sword in the form of a creeper of the Xndbra king* 
possessing an erect body, which has the loosened neck-ropes, 
and having shades is catching the enemies in their throats. 
Because of its touch they becoming uncontrolled with the farm 
of blood that followed, closing their eyes for a long time and 
losing their consciousne&b are attaining an inexplicable state 
of 'mind, (103) 
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Here because of the attributes like vislathamekhalam and 
pulakitQm, etc., which are having double entendre there is the 
knowledge of a heroine in the creeper like sword On account 
f the attributes like anuraktabhavavtvaMh, etc., there is the 
knowledge of the heroes in the enemies, 

[Some of the words used in this verse have got two mean- 
ings as : vUlathamekhalS 'a rope that can be used for the neck' 
aad 'loosened girdle 1 ; pulakita 'waich possesses shades* and 
*which possesses horripilation'; fjvi "which is not crooked* and 
which is not averse to sex' ; rSga 'redness' and 'liking'; anu- 
raktabhavavivasSlt 'those who are uncontrolled with the form of 
blood that ensured* and 'tho.se who are overwhelmed with love.* 

In the light of these double entendres shown ahovc a 
iccond meaning which is connected wiih an object not on hand 
also is coming to the mind as : 

A heroine in the form of a creator like sword is embracing 
the heroes in their necks, with the girdle loosened, experiencing 
horripilation, and possessing the body suitable tu sex. On 
account of her touch, the heroes becoming uncocircUble with 
the idea of love, closing their eyes due to happiness are experi- 
encing inexplicable state of mind. 

Here the sword is considered as a heroine and ihe enemy 
kings as heroes. 

The properties of the hero and heroine are superimposed 
on the enemy kings and the sword which becomes the sense ex- 
messed. Because of the double entendre in the attributes used 
in. the verse, ihe usual behaviour of a heroine and hero also 
.trikes to the mind; though this is not the subject on hand. So 
this is an instance of kli^avise^atMsamya variety of the figure 
gamasokti.] 

i. SadhSro#avi*eiaifas3tn}a as: 

' Oh Kakati-lord I the kings being embraced by fear, lost 
modesty keeping aside pride, with shivering tone, experiencing 
t havingVbearable shivering ot the body, .woomng, witfc 
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^ tears and with the horripilation generated arc entering 
th- cT^es of tie mountains in a lonely way* (104) 

Here there is the knowledge of heroes in the king because 
of th ^"-rnlanty in attributes used for bcth Angara ard bhaym- 
naka sentiments, when it is said that tbe kings are embraced by 
bhiti* etc. 

[The attributes like vitavrigB, etc. 3 are equal in the case 
of both the sentiments srngara aod bhayanaka* There is no 
question of double entendre here When it is said that the kings 
are embraced by bfatt, bhlti (fern, gen ) becomes tbe heroine and 
the kiozs become the heroes. The sentiment bhay&naka is the 
matter on hand which speaks of the state of the kings who are 
running *twa" o the caves of mountains to hide themselves. The 
sentioier.t sfiijj&ra is not on hand but it is only suggested through 
the similarity of the attributes. This aprakftavyavahftra does 
not come to the mind in the absence of either dharrnasam&ropa 
o r karyasamaropa*] 

3 Aupamyagarbhavisesana as: 

The king Pratapartidra, who possesses the multitudes of 
gems in the form of qualities and full with waters of gencroiity 
is bearing the lustre of the Earth* " (105) 

In this samftsokti the super imposition of vyavahSra In 
always the life (i.e. it is the factor that brings about charm in 
the figure). This is of four kinds: 1. the superitnpo&ifion of 
laukikavyavahUfa on laukikavastu^ 2. the surerimpositton of 
iastrlyavastuvyavahara on laukikavastu^ 3. the super imposition of 
i&striyavastuvyavah&ra oa *Qstriyavastu> and 4. the superiroposi- 
tion of laukikavastuvyavahara on fastriyavastu* 

[The compounds ratnaugha and saujanyavari in the abov 
example (v. L04) can be treated as either upamhasamasa OF 
rupakasamasa Oa the strength of the context it is better to 
take them as gunasadrsaih ratnaiah aod saujanyasadrtena v&rin& 
as a madhymmapadalopisamasa. When it becomes the aupamya^ 
garbhaviiesaiwsamya, there will be the suggestion of an ocean in 
prataparudra and it become* the figure sam&sokti. Sp 
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ver the upamSna becomes an instrument IB samasokti it is 
better to take it as attpamyagarbha if not it is better to accept 
saAkarasamasa* From this it is noticed that this figure is of five 
varieties: i) ittstaviiesanasamutth&pita 3 it" superimposition of 
dharma on sadhSranaviiesana, iii) superim position of karya on 
iSdhara^aviiesana, iv) upamitasamftsa in aupamyagarbhavisesatta 
and v) mnkarasam&sa in aupamyagarbhaviesana. 

The prastuta and aprastuta both are found in rupaka and 
samasokti Bat their difference is if the apmstuta is immersed 
in prastuta it becomes samftsokti and when prastuta is immersed 
in aprasiuta it becomes rupaka.] 

The following are the illustrations in order : 

1. Superimposition of laukikavyavahSra on laukikovastu as : 

Prataparudra who is shining with the wealth of charity 
(or rut) that is glittering through the seven limbs 5 and who is 
in the form of bhadra is expanding the raoearchism. <1C6) 

Here there is the super imposition of a laukikavastu 
diggaja called sftrvabkauma 00 a laukikapmkftavastu Pratapa* 
rudra. 



[In the case of th# elephant it is to be taken tbat the rut 
Is flowing through the seven limbs 6 and it belongs to the variety 
bhadra with its title sftrvabhauma-l 

2. Superimposition of fsstravasiu on laukikavastu as : 

Tiiere is the highest .splitting erudition in the battle sword 
of Prataparudra with which great knowledge it repels the wea- 
pons of ihe enemies. (107)^ 

Here there is the superimposition of the knowledge of the 
science of logic 00 the sword a laukika object, 



5. 



6. ^TcT 5ZT*^lt ^JI 
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rf-r *cienee of logic is aprakfta; vy&pti, pakzadharmata * 
hefj :Je i-se terms used In anumanaprama^a with which the 
are<im?nts of the opponents are phoophooed/j 

5. Super imposition of iSstravastu on *%$trava$tu as: 

Th? wealth of the compositions of the poets with refe- 

rence to Pr -taparudra wherein the gathering of intelligent is 
Cdpable of relishing the sentiment and which compositions are 
iataep'ace of eloquence that is with lofty statements that are 
praiseworthy due to their meanings unknown previously, and 

which obsesses sweet essence in every word that is agreeable to 
the ears is cDaqueriag. (108) 

Here there is the superin) position of the object of tontra- 
tisir* 03 ihe object belonging to the alank8ra$&$tra* 

[This suggests the sense with reference to M*m5*&$8 that 
the vidJiiv&kyas that clearly extol the sacrifices, etc , which 
are apurvas are well set and are pleasantly replete with the 

meaning established by the prarnanas like sruti, KAga and v8kya p 
etc. Tnis Aim8fjt$a$8stra is superimposed on the alank&ra stfstra 

in this verse*] 

4. Suffer imposition of laukikavyavahara on sOstravyav&hSra as : 

BhiratI,, which is with figures of speech, shinning sylla- 
bles, g^^J qualities, replete with sentiment, and connected with 
or thought is shiotuog in the Kakati-lord. 



Here the behaviour of a lauklka heroine is superimposed 
0B the alank&ras&stravyavahara* The samasokti differs from sle$& 
in that both the viiesana and vteesya are not expressed. 

[la the above verse the attributes can safely be applied 
with reference to a heroine named BharatI, who is possessing 
beautiful ornaments, who is lustrous, who possesses iofty quali- 

ties and who possesses fine sentiment of love in Prataparudra. 

In this figure there will be only one prakrtavle$ya 
expressed and the aprakftavteesya is only suggested, unlike the 

figure ilesa where both prakpta and aprakfta are expressed ] 



Artfailamklra Prakarafaro 297 



Though there is uktisamya in other figures alo, because 
of the distinct feature of ftefagarbhatm, vakroktt Is being 

defined* 

VAKRQKTYALA&K&RA : CRAFTY SPEECH 

If a sentence uttered is construed otherwise either doe to 
the peculiar modulations in voice or double entendre in the 
words, it is said vakrohti* 

If a sentence uttered by a person with some intention is 
construed by some other person with a different intention, it 
becomes vakroktL Though this craftiness of speech is somehow 
present in other figures also, as this type of craftiness (with 
reference to two persons) is not met within others, this differs 
from all othe* figures, 



[This is of two types: L kakuvakrokti and 2 
vakroktL KStcu is a kind of modulation by which the meaning 
it suggested. So when the speaker adjusts his vocal modula- 
tions so as to suit his intentions, the listener construes it in 
some other manner understanding the modulations in a different 



Jf. K&ku as : 

Friend ! The king has too many^ wives. He is too much 
attached to &rL Are you less than Sri ? Why do you belittle 
yourself? (110) 

"You are in no way less in qualities than ri. HeDce the 
king will be attached to you also. Why do you belittle yourself* 
It the meaning suggested due to change in modulations. 

[Here the first half of the verse represents the utte- 
rance of a heroine who lost hopes of attaining the king. So 
the says that the king has naturally too many wives But he is 
more attached to SrldevL Immediately her friend answers h*r, 
The second half in the verse is the answer given by her friend. 
When the heroine utters the above with a tone expressing despair 
of not attaining the king* the friend changes the modulations ffi 
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a way to instill courage in her, saying that she is in no way less 
than SrldevI in qualities As such she need not belittle herself 
before anyone and the king is sore to fee attached to her also. 
These word*? naturally strengthen her hope of union with the 
king, S> this type of crafty speech >s called vakrokti. As this 
is due to kaku this B known as 

2. Sleavakrokti as ; 



Friend who is it that dwells in your heart always? King 
(raja). Is it the Moor> ? No, the bearer of the Earth Oh! is 
it the mountain Mem? No, the all prevading Lord Rudra. 
Oh! is he Isvara? Friend, you spoke truth. Fortunate one! 
you are born essence of the mountain (i.e. you are ParvatI). 
Thus during the jocular speech of her friend the heroine forgot 
a bit of her separation, 



[Here the words like raja* k$oi}lbhfUUaka and rudradeva 
express two meanings. They mean king and the Moon; king, who 
bears the Earth and the mountain Meru; Pratlparudra and Lord 
Siva respectively. When the heroine refers to the lard of her 
heart, the friend takes the second meaning. So this becomes 



SVABBAVOKTYALA&KKRA: NATURAL DESCRIPTION 

The description of an object as it is in a beautiful manner 
is svabhuvoktL 

* Where there is the description of the natural set up of an 
object in a charming manner u is called sv&bhavoktL 

[Here there will be descriptions of the natural actions and 
characterstics of an object, as perceived by the poet in the 
world of beauty*] 

as 

Kakati-VIrarudra delights himself every day with the, 
elephant, which is shedding ichor, which is nodding iis head 
looking as though it i* giving beat with the ears that are dancing, 
which is standing on three feet and which is shaking iti 
truuk, (112) 
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[Here the nature and actions of the elephant are beauti- 
fully portrayed by the poet. So this Is an instance of wabha- 
vokti,] 

VYAJOKTYALANKXRA : DISSEMBLER 

Next became of the similarity of ukti the word \yajokti is 

being enumerated. 

If the object visible is concealed it becofi es vyajokti. 

When a visible object, because of implied similarity is 
some how concealed under some pretext it becomes vysjokti; as: 

When there is horripilation all over the body on account 
of pleasure, at the time of taking hold of the palm of the Earth 
(he wedding time) the Moon of the Klkatt-family and tbe fore- 
most of the kings (Pratapamdra) being brave and benevolent is 
looking at the aged ministers with a sweet smile, uttering: *Is 
the coronation to be performed with cold water?**. (113) 

Here the horripilation caused by tbe pleasure of catchirg 
the palm of the Earth Is concealed by the king Pratiparbdra 
who is brave and benevolent, under the pretext of experiencing 
it due to the cold water poured a the time of coronation looking 
at the ministers. 

MlLANlLAftXlRA ; LOST 

After vyajokti because of a little resemblance milana is 
enumerated. 

When one thing is concealed by another thing it becomes 



Where an object is shielded by some other object it is 
kbown a& the figure milana. It is of two kinds: I. to cover the 
Vtgantukavastu by a sahajavastu, i.e. to cover the object tbat has 
come unexpectedly by ihe natural object, and 2 to cover the 
sahajavastu by an agantukavastu> i.e f to cover the natural object 
by an object that has come unexpectedly. Illustrations respec- 
tively : 
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1. When the husbands fled away from the battlefields to 
some unknown places dee to the fearful exhibition of the (skill 
of the) pillar like arms of the king Kakati-VIrarudra, the heat 
of the deserts though entered their bodies on their way, was not 
taken note of by the enemy ladies who were experiencing the 
fever of the Cupid in the highest degree in their bodies. (1 14) 

Here by the heat of the Cupid which naturally generated 
in the bodies of the enemy women the heat of the deserts that 
entered their bodies on their way was concealed* 

2. Because of the perpetual inner frar of the king?, caused 
by the power of the arms of Prataparudra, their ladies are not 
belitving the sweat, tears and shivering as caused in the love 
meetiogs. (US) 

Here the ^hiverisg, etc., that are natural in love are eon* 
cealed by the shivering, etc., caused by fear which has com* 
unexpectedly. 

SI Ml NYILANKARA : SA ME NESS 

When an object is identified as another object due to 
similarity in qualities It becomes s&manya. 

It is called the figure samSnya if a thing becomes undiw 
tinguishable from another thing, on account of similarity in 
qualities; as: * ; - 

When the Kaiiasa (mountain), milk-ocean and the swan 
vehicle became invisible ia the fame of ifae AndhrakiBg, thoi 
three meo are first smiling at their servants who were loitering 
hither and thither, HMO 

Here there is the identity of the pure objects like Kalasa 
ete., with the fame of Prataparudra that spread throughout th* 
universe. 

[Here there will be the identity of the object on hand with 
f h n ?i! * h ** d ^ account of the common qualities 
both. Identity means a feeliag of non-difference ] 
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TADGUNlLA&KlRA : BORROWER 

Because of the common feature of excelling qualities in 
the presence of others tadguna is portrayed. 

Where there is the adoption of the qualities of the higter 
object, having abandoned its natural qualities there is tadguna. 

Where the natural qualities of less nature are left and the 
higher qualities of another object in its proximity are accepted 
it becomes the figure tadguna* 

as 

The heads possessing rubies of the kings who are bending 
down are being purified by the blossoming of the moonlight of 
the nails o( the feet of the lord Prataparudra. 

Here the rubies on the heads of the kings who are bending 
down having !eft their natural red light are adopting the white- 
ness of the raoon-ljght emanated from the nails of the feet of 
Kakati Vlrarudra. 

ATADGUNALAfJK&RA : NON-BORROWER 

Atadgwta which is opposed to the previous tadguna it 
numerated here. 

If the qualities of another are not adopted IB spite of the 
tause it is atadguna. 

In spite of the sufficient cause of proximity exists, if the 
qualities of another are not taken in this it becomes the figure 
atadgtma. 

at 

The wealth of the fame of the king Rudra i& maintaining 
its white lustre, though roaming in the vicinity of Isvara in this 
world which i glowing with his sports, though loitering near 
about Visnu in the world which is lighted up with the brilliant 
blue lustre of his body, and though moving in the proximity of 
Brahman, IB the world which is shining with the lustre of gold 
mingled with his body. (117) 
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Here it is said ttinf the fame of Prataparodra which Is 
always roaming in the proximity of Hara, Hari and ViriEci in 
their worlds of different lustres non-challently 3 is maintaining 
its ow0 whiteness* 

[Here there is every reason for obtaining the lustre belong- 
log to the worlds of Hara, Hari and VinEci for the fame of 
Prataparudra in its course of rambbngs in those wor ds* But it 
did not absorb anything belonging to them, Oo the otfaer hand 
it is mauAt'iini'ig Its own pare lustre. Hr nee till-* is an instance 
of atadgutia. 

VIRQDHALA&K&RA .- CONTRADICTION 

In atadgtma there is a slight contradiction. As such the 
figure virodha foilnws this 

If there is apparent contradiction it is called tbe figure 
vtrodha. 

Tne incongruity which appears in the beginning gets can- 
celled at the end, it is the figure virodha* If there is the con- 
tradiction of jmi with jsti, etc,, it is of four types. If there is 
contradi tion of kriya with kriy&, etc., it is of three types. If 
there ;s contradiction of guna with guna, etc , it is of txvo types 
And if there is contradiction of dravya with dravya it is of oil* 
type Oo the wh^le there are ten varieties. 

[This is otherwise called the figure viradhabh&sa. Here 
the contradiction mas? be only in the beginning and sfaomld not 
ran till the end, because it is to be resolved at the end. Other- 
wise it cannot be called the figure virodha* 

If the contradiction exists between the same species 
(sajatiya) or the opposite species (vijatlya) among jmi, kriy& guna 
and dravya it becomes the figure vtrodha* This con trad ictjon 
between fStt and others multiplies as jativirodha, kriy&virodha, 
gunavirodha and dravyavirodha* To these four varieties^ another 
set of three multiplied between kriyft and other as kriy&virodha* 
and dravyavirodha is added when it becomes ^even in 
Now comes the mrn of guna which is of two kinds. 
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When multiplied between guqa and dravya as two varieties with 
these two the number becomes nine and finally dravya alone is 
loft aod so there is only one variety in it. On the whole there 
are ten varieties of ihis virodhslankara. For the sake of easy 
comprehension the varieties are given below : 

1. The contradiction between jsti snd jsti 

2. -do- 

3. -do- 

4. -do- jTEfzaod dravya 

5. -do- krtyft and kriyH 

6. -do- kriya and guna 

7 . -do- knyft and dravya 

8* -do- guna and guna 

9. -do- guna and dravya 

10. -do- dravya and 



I & 2. The contradiction between j3ti and j3ti y and jati and 

as : 



This lord of the Earth f hough the abode of lotuses, i.e , 
padmakara, excellently shmt*s as ajadZsaya. Even the stream 
of pure water became ifae cause of distress to the enemy 
kings, (118) 



Here in the first half by saying kamalakaro "pi 
thci'e is the contradiction between jsti and j&tt. Again in the 
second h*!f by saymg that there is distress in the streaiu of pure 
water there is contradiction between Jsti and kriyS* This con- 
tradiction is due to ile$a 'double entendre*. 

[To say that padm&kara it aj add say a is a contradiction 
unless it happens to be ajalafaya it cannot be a padmBkora. 
(There is no difference between da and la : So jada becomes jala.) 
Therefore the apparent incongruity is to be warded off by saying 
that though the king is the abode of wealth or Laksm! he is not 
the supporter of dunces or ajadas* Likewise a stream of pure 
water cannot become the cause of agony. So to ward off this 
contradiction the ward vimaiataravftridhara it to be explained as 
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the edge of the sword. IB this way the contradiction which is 
apparent ai the beginning vanishes at the end. So this is called 
the igute virodha or nrodhabhttsa*'} 

I&4, The contradiction between jati and guya t and jSti atfjd 
dravya as : 

This king Vlrarudra is rid of rut though a sarvabhauma* 
He becomes the pleasure ground as the Moon though a Sun. (119} 

Here the iicongruity is between s&rvabhauma and am&da, 
jati and guna, and bh&svQn and kalanidhf, jiftt and dravya. AS 
kalanidhi is only one it is dravya. Here t'so this virodha is based 
on 



[S&rvabhauma is the snama of an elephant of the quarters. 
Such being the case how can an elephant be without ichor. So 
there is contradiction here. To ward off tbi& the word MZrva~ 
bhauma is to he explained as the 'emperor* when it means though 
he Is an emperor he is not infatuated as authority is usually said 
to b# the cause of infatuation* Again the word kalantdhi is to be 
explained as the abode of arts, but not as the Moon. In such a 
case there h no contradiction and the word bh&svfin also is to 
be explained as shining when the expression means that he-Is 
shining with arts. 

[S&rvabh*umatva is jati, mada is gutia and candra ii dravya*] 

5. Contradiction between krtya and kriya as ; 

Kaka: i- Vlrarudra though causes dis f truction to the enemies 
of dharma and artha and though looks after the irivargas (dharma^ 
artha and kZma) equally, has a soft corner for the enemy of 
k&ma. (12O) 



Here treating all the three - dharma, artha and 
tqually and destroying the enemies of dharma and artha to make 
friends with the enemy of kamai* a contradiction. 

[To remove this contradiction the word ksmadvff is to be 
explained as lord Siva when it means that Pratlparudra is a 
dtvotee of Saikara.] 
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6 & 7. Contradiction between kriya and guya, and Jfcrys and 
dravya as : 

This Andhra king though a ji&tuvfhara is desirous of the 
affection of mountains and though a raja is making the lotas 

inn 1T"9"l: 



Here when it is said that he has affection for mountains 
though a jisnuvihsm there is contradiction between kriya and 
guya and when it is said that he is making the lotuses merry 
though a raja (king) there is eondradiction between fcrf>a and 
dravya. Here also it is based on kle^a. 

{Jisnu means lodra who is the destroyer of mountains. So 
a jhquvihftra 'one who has exploits like that of Indra* cannot 
have affection for the mountains. By explaining the word jimm 
as "conqueror* and the word gotra as 'family* the sentence means 

that though Prataparudra is a conqueror he Is affectionate 
towards Che families when the contradiction is removed. In the 
same manner the word r3/# alio is to be taken in the sense of 
king but not the MOOB and the word kamala in the sense of 
'wealth* but not as 'lotuses*. So this means that he is still 
increasing wealth though a king by birtiu As such here also the 
contradiction is removed.] 

8* Contradiction between guna and gu$a as : 

King Rudra pleasing this universe, you became praise* 
worthy as rajs. How is it she though ruddy has become 

white ! (122) 

Here the cantradiction is between redness and whiteness. 

[Rakta means both red and attached* There is the appa- 
rent contradiction if the word rakta is taken in the sense of red 
colour as she cannot be both red and white at the same time, So 
to ward off this contradiction the word rakta is to be taken in 
ttia sense "attached*, when the sentence means that the being 
attached to Rudra became white or pale because of separation, 
etc. Here red and white are gwtas* Henee this is the instance 
of contradiction between guna and 
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9. Contradiction between guna and guna as : 

Though ferocious with blazing valour, the Kakati k 
shining time and again as the Moon who does good to th< 
verse. 

Here the contradiction is between guna and dravya as 
said prataparaudro *pi jaivatrkah. 

[The word jaivatrka means both *Moon* and *the 
lived*. So when it is taken in the first sense it becomes cc 
dictory as the Moon cannot be prataparaudra. But if it is 
in the sense of c the long lived* the contradiction is warde 
when the sentence means that he becomes *long lived.* w 
doing good to the universe. The Moon is dravya. So this 
instance of contradiction between guna and dravya.] 

10. Contradiction between dravya and dravya as s 

This Kakati-lord though a Rudra is shining as Brah 
Le*, the four faced one. Likewise though a Jisnu (he) is sa 
Purusottama* Le , Visnu* 

[The word caturanana means usually Brahman. Si 
cannot be Rudra and Brahman as they are contradictory 
the same manner Indra and Visnu are contradictory as the 
Jt&fu means Indra and purusottama means Vi$nu. But i 
words caturanana and purusottama are taken as meaning c onc 
has beautiful face* and *one who is the best airnong men* resj 
vely the contradiction is warded off. As Rudra etc , are dr 
this is a case of contradiction between dravya and 



The ten varieties are thus enumerated* This can be 
without Hem; as : 

The sight of the Kakati king though cold by nature be 
the tormentor of the entire body of the enemy kings. 

Here to say that the sight became the tormentor th 
naturally cold is contradictory.] 

[This contradiction is warded off when it is taken to 3 
that it is pausing distress in the enemies.] 
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VT&ESALANKARA : EXTRAORDINARY 
Now figures based on virodha are being enumerated. 

When an object Is described as having DO support or as 
existing in many places or as accomplished when it is impossible 
it becomes the figure visesa in three varieties. 

When a thing is spoken of as having no support it 
becomes the first variety of (the figure) vUesa. The second 
variety consists in observing a thing in many places simulta- 
neously and the third variety exists when a thing which is impost- 
aible is achieved in addition to the desired one. They are 
illustrated in order. 

1. Without support as : 

The wealth of glory which restored to the kings like Nala a 
Nahusa, Dilipa and Dharmaputra etc., is now shining having 
made friends with the fame of Kakati-VIrarudra. (125) 

Here there is the existence of fame which has the ancient 
kings as its support, in spite of their absence* 

2. Existing in many places as : 

The enemy kings, having observed the Andhra King, 
behind, in front, by the sides, within and without, as holding the 
sword raised, are running endlessly agitated with fear, while 
their arms are dropping down and their profoundity (of charac* 
ter) and the wealth of valour are slipping away with shivering 
from one mountain to the other. 



Here the enemies of Prataparudra are observing him in 
many places though he is the only one. 

3+ Achieving an impossibility along with the desired ane as : 

He, on whom falls the sight that possesses the pure and 
sweet course of the king Prataparudra whose benevolence is 
fathoms deep in the court does not attain the highest position 
that excells Indra and Kubera, in these three worlds surpassing 
all. (127) 
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Here It is said that an ordinary man who becomes fit for 
the graceful look of Prataparudra can obtain every thing. So 
this is an instance of asakyavastvantarakaratta* 

ADHIKILANKARA : EXCEEDING 

The figure of speech adhika is potrayed on account of the 

incongruity in the container and the contained : 

It is said adhika when there is no conformity between the 
container and the contained, 



When there is no agreement between the substratum 
the object it becomes the figure adhika. It is of two types 
depending on 1. the greatness of the substratum and 2. the lit- 
tleness of the substratum. 

L Littleness of the substratum as i 

The fame of the Kakati-lord which possess a great flow 
with a view to sport in this narrow world became contracted 
now when it is represented in the form of solidified Himalaya 
mountain, Kailasa mountain, celestial river (Ganges), the Moon 
and tb@ milk-ocean. (128) 

Here there is the littleness of this universe which is the 
container, and the greatness of the fame of Prataparudra which 
is the object contained. 

2. Greatness of the substratum as : 

The kings of Kalinga, Malava, Mahirastra, Anga, Vanga 
etc., though extended to the ends of the quarters of the universe 
with the glory of their that much armies, are being immersed in 
the endless ocean of armies of the king, theKakati-VIrarudra, 
due to m lustre in the world of arrangement, and not able to 
attain perfection in any angle. 



Prats'! thef ! iS the greatness of the <*>ean of the armies of 
Prataparudra which is a substratum, and the littleness of the 
Armies of the kings of Anga, Vanga, Kalinga, etc, 
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[ft is enough if the contaioer and the contained do not go 
hand in hand.] 

VIBHIVANA AND VI&ESQKTI ALANKARAS : 
PECULIAR CAUSATION AND PECULIAR ALLEGATION 

If there is the existence of effect (i.e. if there is effect) 
without cause it is vibhavana. The non-existence of effect in 
spite of the presence of cause, is said to be vtiesoktl. 

Where the effect exists though the well known cause is 
ignored there u vibhavana and in spite of the presence of suffi- 
cient cause, the effect docs not exist, there is vi&esokti. 

as 

To the opponents who are vanquished by Prataparudra 
and who took refuge in the caves of Viudhya. there is the dark- 
ness wifhout nights and no light exists even during the 
day. (130) 

The well known cause for the existence of darkness is 
night. But the darkness is described here even without the nights 
which is the cause. There is grief, etc., which is not a well 
known reason. Similarly in spite of the presence of Sun's rays, 
etc., during day time the non-existence of light is described. 
Here there is the absence of valour , etc., (in the enemies) as 
cause is evident. 

[Here the existence of darkness without night if an 
instance of vlbhSvanS and the absence of light during day time is 
an instance of visesokti.} 

ASAffGATYALA&KZRA : DISCONNECTION 

In the context of incongruity of cause and effect asangati 
is enumerated : When the cause and effect are differently located 
it is asangati, 

If the cause and effect are described as having different 
locations, though they exist in one and the same place tbi* 
becomes the figure a$an$ati. 
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as 

When the king VIrarudra is bearing the heavy burden of 
the Earth, the heads of the tributary princes are being frequently 
beat down very low. (131) 

Here the burden lies on the king and the act of bending 
down lies with the enemies. 

[According to the natural law, the person who bears the 
burden should bend down. But contrary to this it is described 
in the above verse that Prataparudra is bearing a great burden. 
But he is not bent down. On the other hand it is his vessels that 
are bznt down to the lowest. So when the cause rests with 
Prataparudra the effect is seen in others. This shows that the 
cause and effect are situated in different places, So this is an 
example of the figure asangatl] 

VICITRALANKARA : STRANGE 

In the context of incongruity itself vicitra Is enumerated: 
When there is an effort to attain the result contrary to 
the cause it is vicitra. 



as 



la the presence of the king Pratlparodra, the kings are 
descending the elephants even at a distance only to ascend them 
without hurdles. (132) 

Here the effort is only to gain a fruit contrary to the cause 
when it is said that they are descending to ascend. 

ANYONJ ALAN KARA : RECIPROCAL 

Anyonya is being portrayed. It is also based on incon- 
gruity: It is anyonya where there is mutual relationship of 
generator and generated. 

Where the relationship of generator and generated is through 
the reciprocated action there exists the figure anyonya. 
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The Kakati throne shines well due to the king Riidra who 
ascended it. The king also having ascended it Is possessing 
much snore lustre due to the throne which possesses glittering 
diamonds. (133) 

Here there is mutual decoration between Praiaparudra 

and the throne. 

[Here the natural relationship of the generator and the 
generated is through the act of decoration. So this is an instance 
of the figure anyonya.\ 

VlSAMALANKlRA : INCONGRUITY 
Here is visamalahkara which is based on virodha: 

Where the effect is quite contrary or where it (the effect) 
becomes undesirable and where is an association of incongruous 
objects there is the figure visama which is of three kinds* 

Here the first variety is that in which the effect is contrary 
to the cause* The second variety consits in that where the 
effect is neither consistent with the cause nor desirable and the 
third is that in which incongruous things are brought together* 

I. Effect contrary to the cause as : 

The minds of the people who are looking at the wealth of 
glory which is as white as the light of the automnal Moon, that 
is emanated from the black sword of the king Prataparudra are 
now desisting from wandering, with an experience, on hearing 
of the celestial river (Ganges) that is born of the feet of the 
enemy of Mura (i.e. Visnu)* (134) 

Here there is the white fame like that of the moon-light 
born of the black sword. 

[Vinu is black but the Ganges bom of his feet is white. 
Similarly the sword of Prataparurdra is black but the fame bom 
of it is white. Here the cause and effect are quite contrary to 
each 
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2* Inconsistent and undesirable effect as : 

Let the desire of the enemy kings who came to the battle 
field for a victory be so. Their arms are slipping down along 
with lives at the very glance of Prataparudra. (135) 

Here there Is not only the yon-attainment of the desired 
victory for those who came to the battle field (with a hope of 
victory) but also there is the undesned effect of losing lives. 

[When the enemy does not get victory in the battle over 
Prataparudra it is oaly a disappointment and an effect contrary 
to their effort. But losing lives is an unexpected aod undesfred 
effect of the battle. So this is an Instance of the second variety 
of visama.} 

5 Association of incongruous objects as : 

Where are these kings whose naiucc is glorious with that 
kind of wealth and where is this dwelling in the forests that is 
the abode of inauspeciousness ! Thus having observed the 
enemies again and again in the forests, the Sahara heroes are 
praising the valour of the king Rudra in all quarters. (136) 

Here the incongruous association of the kings who are fit 
to dwell in great cities with their dwelling ia inauspecioes forests 
is brought about* 

Thus the figures of speech based on virodha&tt classified. 
SAMALANKARA: EQUAL 

As the figure sama differs from visama it is now beiog iliusu 
trated : 

If there is connection between like objects it becomes tfat 
figure lama. 

Where the union of mutually agreeable objects is brought 
about there it is the figure sama. 
as 

The Brahman, by bringing together all knowledge along 
with Lakml befittingly in Prataparudra of his own accrod Is 
becoming blessed* (1371 
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DIPAKAL ANKARA : ILLUMINATOR 

If implied resemblance is observed in both the objects on 
hand and not on hand as a whole on account of the common 
property there it is said dipaka* (140) 

Where as a whole there is the implied resemblance between 
the objects on hand and objects not on hand because of common 
properties it is dip aha. It is of three types depending on the 
position of dharma (property) : 1. beginning, 2. middle and 
3. at the end. 

/. Adidipaka as : 

The kftayuga by Nala> the tretSyuga by the valarous 
Rama, the illuminator of the Ragfau family, the dvSparayuga by 
Dharmaraja and the kaliyuga by Vlrarudra are shining* (141) 

Here the similarity is implied in the statement that the 
kaliyuga is shining due to Virarudra, just as the krta, treta and 
dvaparayugas shone due to Nala, Rama and Dharmaputra, 

[In this verse the common property indicated by the word 
bhsti is used in the beginning of the sentence. So this is an 
instance of adidipaka.] 

2, Madhyadlpaka as : 

The ocean by the Ganges, the full Moon by moon-light, 
the Brahman by the Veda and Prataparudra by fame are shint 
ing* (142) 

Here when it is said that Pratapamdra is shining like the 
ocean by the Ganges, etc., the resemblance Ss implied* 

[Here the dharma indicated by the word rtfjate is in the 
middle of the sentence. So this is madhyadipaka*] 

3. Antadlpaka ast 

Tndra, the king Virarudra and Adisesa are protecting the 
celestial world, world of men and the world of snakes respecti- 
vely without calamities and anxieties. (143) 
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Here also the resemblance is implied when it is said that, 
like the celestial world and the world of snakes are protected by 
Indra and Adisesa (respectively), the world of men is protected 
by Vlrarudra. 

[In this verse the common property indicated by the ward 
vaksati is used at the end of the sentence. So this is an instance 
of amadipaka.1 

PRAT1VASTUP AM ALAN KARA : I YPICAL COMPARISON 

After illustrating the two pad&rthagat&lankaras the two 
alankaras pertaining to sentence are being illustrated I 

It is called prativastupamn in which the common property 
is expressed separately in two sentences and the similarity is 
implied. 

Where the common property is expressed in two separate 
sentences as vastuprativastubk&va and by which the resemblance 
(between two things) is implied it is prativastupama * This is of 
two types depending on similarity (sadharmya) and contrast 

(vaidharmya)* 

*9 

1. Sadharmya as : 

The Manthana mountain is the only one capable of agitat- 
ing the ocean. Prataparudra is the only one competent to shake 
the enemies* (144) 

Her* when it is said that Pratapanidradeva is capable *f 
shaking the enemies like theManthana mountain that ii capable 
of agitating the ocean, the similarity or resemblance (between 
Manthana mountain and Prataparudra) is implied. 
\ 

[The same capability is expressed in two different words 
like ksamah and taktah. As such it is prativastUpamUJ\ 

2. Vaidharmya as : 

It is only one Prataparudra that is dexterous in pleasing 
the public. Baring the Moon there is no one competent to please 
the cakoras (birds), (145) 
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Here the resemblance is implied by contrast onequality 
whsn it is said that the people are pleased by Vlrarudra like the 
Cakoras by the Moon. 

Next drsfanta. 
DRSTINTALANKARA : EXEMPLIFICATION 

If a similar property is expressed in two sentences as 
bimbapratibimbabhUva it is said dfsfanta by scholars. 

Where the common property is expressed in two sentences 
through bimbapratibimbabhava it is the figure drqtanta. This also 
by similarly and contrast is of two types. 

/* By similarity (sadharmya) as : 

Lei other mountains bear the Earth. But it is only the 
Meru moantain^ whose beautiful bowers create the illusion of 
the dwelling cities of the lords of quarters, has got tfa highest 
fame. Let kings gladden their subjects. But it is only the king 
Vlrarudra, who possesses the lustre of the arms that are strong 
enough to bear the burden of the three worlds, has got that diffe- 
rent glory. 



Here because of bimbapr^tibimb^' 3vS the resemblance 

between Pratapa^udra and Mere is 



[Here the prati$ha is the property of upamftna and the 
mahimS is the property of upameya. Due to their similarity they 
look identical but they are expressed separately. As the com- 
mon property is expressed in two different sentences through 
bimbapratibimbabhava deflective representation*, it becomes the 
figure drstlttnta^ 

2. By contrast (vaidharmya) as: 

Fortunes are awakend by a mere benevolent look of the 
Kakati-lord* The lotuses are asleep so long ihe SOB does not 

rise, (147) 

Here the sense that by a mere benevolent look of 
Prataparudra the fortunes are awakened just like the blossom** 
ing of the lotuses by the rise of the Sun, is expressed by contrast 
through bimbapratibimbabfmva, 
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NIDARSANZLA&KJRA : ILLUSTRATION 

As this is the contest of implied similarity the figure 
nidarsariS is being illustrated: 

When the relationship of image and its semblance is 
Implied between upamuna and upameya OB account of the con- 
nection of impossible properties it becomes (the figure) nidar* 



Where the properties of upamZna ascribed to wpameya do 
not fit ia the relationship of type and prototype is to be resorted 
to for construing, it becomes one variety of nidariam* When 
this order is reversed it becomes the second variety of 



[When the properties of upamSna are ascribed in upameya 
the construing of the sense may not fit in. To construe it to the 
context the relationship of type and prototype is to be resorted 
to* Then it becomes nidariana. This is one type. Similarly in 
the second type when the properties of ttpameya are attributed 
to upamQna the construing of the .sense may not usually fit in. 
In such circumstances also the relationship of the type and 
prototype is to be resorted co* This becomes the second variety 
of 



/. The properties of upamftna in upameya as : 

The Kakati king, dispelling the darkness in the form of 
enemies, having seated on the gem-iet throne, and becoming 
delightful in the three worlds is possessing the sportive beauty 
whose happiness (joy) is praised great in the universe of the 
severe Sun who is kissing the peaks of the Udayagiri. (148) 

Here the happiness of the severe Sun does not fit in the 
present eontext* So recourse to bimbapratibimbabhuva i to be 
taken to construe it by saying that the lustre (of PratSparuiira) 
is similar to that of the Sun. 

[Here the Sun is upamnna and Pratlparudra upameya. The 
lustre of the Sun does not exist in the present context* So as to 
relate the present object on hand to the SUB it is.to be 



that Prataparudra Is possessing the lustre which is similar to 
thai of the Sun by creating bimbapmtibtmbabh&va. Here the pro- 
perties of upamana are ascribed to upameya^ 

2. Tk* properties of upameya In upamana as t 

The pure wealth of fame of the king Vlrarudra is to be 
discerned in the hallow of the sport-mirror in the form of 
milk ocean. 



As it is impossible to note the pure fame in the milk ocean 
it ii to be construed by resorting to bimbapratibimbabhmva when 
the similarity is implied. 

At times this is possible by negation. There also the con- 
straint it only with the help of bimbapratibimbabhava. 

fti 

The women of the enemies of the KIkatMcing running In 
each and every forest are leaving the wealth of red lotuses in 
those places, with their feet that are not marked with red- 
lack. (150) 

Here by saying that they are leaving (now) the wealth of 
red lotuses was ascribed to their feet some time before* 

[On the feet these ladies used to possess beautiful lustre 
when they were painted with red lack to the one similar to that 
of rod lotuses. Now that lustre which is said to be similar is to 
be considered in the present context to construe the sense pro- 
petty by which the bimbapratibimbabhava is established,] 

VYATIREKALANKXRA : CONTRAST OR DISSIMILITUDE 

When similarities in differences between upamana and upa~ 
meya are brought out, with the upameya excelling or falling short 
of upam&na it is said vyatireka. 

Where there is the excelling of falling short of upameya 
from upamana through difference and similarity, it implied it it 
til* figure vyatireka. 
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The lilies are not attached to the SUB and the lotuses turn 
away from the Moon, when Pratlparudra who possesses the 
lustre that is honoured by both lilies and lotuses* and who is the 
friend of the universe is existing (born), (151) 

Here the all-agreeablentss that is not to be seen in the 
Sun and Moon is to be observed in Prataparudra by saying tbat 
he possesses the lustre honoured by lilies and lotuses. This 
fyatireka is based on ilesa. 

[Whan all agreeableness Is described in Pratiparudra the 
upameya is made to excel! the upamana. There is double entendre 
in the compound ^kuvalayakamafadftaprakatal?* Kwalaya means 
both lily and Earth and karnala means both LaksmI and lotus. 
There is abhedadhyavasaya between these two senses*] 

Next the figure ilesa. 

&LESA: PARONOMASIA 

If similarity of word alone is said with reference to object* 
on hand, not on hand, and both, this becomes ik$a. There is 
the double entendre in the first two (categories) but not in the 
last, 

In the two cases where $le$a is said with reference to 
objects on hand only or objects not on hand only there is sle^a 
connected with both vUesana and viie*ya> i.e., nouns and their 
attributes. But in the case of the last category of the prakft&pra- 
krta, i.e., a combination of objects on hand and not on hand 
there will be slesa in vtsesana only, i.e., in attributes only. 
Because if there is ilesa In vtiesyas also it becomes a case of 
$abda$aktimuladhvam. In the case of kevalaprakftas 'objects 
on hand only* and kevalaprakrtas 'objects not on band only* if 
It (ilesa) were to depend on $abda 'word*, there is no doubt of 
dhvani suggestion f . Here in the course of imparting two mean- 
ings either by prastuta or aprastuta because of the absence of 
incongruity abhidhd itself becomes capable. But in the case of 
prastutaprastutaslesa as abhidha is connected with prastuta only, 
the knowledge of aprastuta entirely depends on vyanjanQvy9p9ra 
only. This is said in the Kavyaprakaia as : 
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"When the force of the word which is capable of giving 
rise to many meanings is restricted by samyoga, etc,, 7 It is only 

the vyanjattsvyipsra that becomes responsible for the aprakrta 
knowledge** 

Like this $lesa is of three kinds* 

[In the case of the pmkftaMesa and aprakftasksa there 

exists double entendre all through, Here both the viiesaqas and 
viieqyas can give rise to many meanings. But in the last category 
i.e, t ubhayasksa this double entendre cannot exist in all the com- 
ponents. Here it is only attributes (visesanas) that can give 
rise to different meanings but not the aouus or visesyas as there 
Is a likelihood of its becoming a case of sabdasaktimuladhvani if 
$ give rise to different meanings* 



If a word gives rise to different meaning* it is called 
If the meanings pertain to the objects on band, \** 9 prakfta& 
then it becomes prakfitasksa. When these different meanings 
are connected with aprakrtas only, i.e., objects not on hand it 
becomes avmkrta&ksa* But if these different meanings are rela- 
ted to both prakfta and aprakrta it becomes ubkayailesa. This 
is also called 



If a word gives rise ta the meanings connected with either 
prakrtasmty or apmkrtas only it cannot be called dhvani, because 
in considering the differeat meanings In these two cases, the 
question of incongruity does not arise, i.e., it is not possible to 
say that one meaning is connected with prastuta and the other 
with aprastuta. As such there is vScya i.e., expressed meaning 
only and there is no room for dhvani though boih tbe viseqanas 
and vtiesyas give rise to different meanings. 

Abhidha is always connected with tbe prastuta only and 
the context also fixes it in the sense of prastuta. Hence abhUhtt 
cannot point out to the qprastuta and so aprastuta cannot get the 
appellation the vacyartha In such eases if the knowledge of 
aprastuta were to be got it must be through vyanjanSvySpSra only . 

7 t Cf f vakyapadlya, II, 315*316* 



Arthll-MIra Prsksrenain 321 



So in ubhayatlesa> vUe$a**$ nly can give r i*e to different 
meanings but not viteuas. Like this the a* 9 a Is of three types i 
I. prakrtaslcsa, 2 aprakrtasiesa and 3. ubhayasfe 9 a. A seciioc of 
the scholars consider the third variety as iabda 
as the second meaning that Is got is only through 



But our present author likes to differentiate the tabda- 
maktimuladhvani from ubh&ya$le$a With that view only he laid 
down the rule that vUe^ya should not give rise to double entendre 
Such being the case there will be scope for Hefa. IB ubhayaile^a 
even the aprakrtartha may be through c-bhidha* But v*hen the 
visesyas cannot give rise to double entendre they stsrd apart 
distinctively. So the sense connected with these \t$e$vas is to 
be.assertaiaed from abhidha only. Hence \vfaen the vliesyas do 
not give rise to double entendre it become s the case of Mexa only 
but not dhvant. 

This $le$a through a different frocess is aiso of three 
type&: K $abda$Ie$a, 2. artha&lez and 3. ubhayai!e$a When 
the double entendre is connected with sabda or*Iy it beeches 
iabdas!e$a which is also knowo as abh&hgailesa* When a word 
gives rise to two meanings it is called arthajileya which is a'to 
called sabhanga$le$a~ In the combination of these two it is 
called 



/* Kevalapr^kara^ika (connected with objects on hand only) i 

as : 

The Sanskrit verse given as an example here, can be COB- 
*tnied wtih reference to both Visnii and Siva* 



With reference to 

(a) All the lunar days are worship worthy in the case of 
Visnu (the husband of Laksml) who has the mark of 
peacock-plumage aad who possesses as the lustre of ft 
glittering gem* (152) 

With referece to Siva \ 

(b) All the lunar days are worship-worthy in the case of 
Jiva (the husband of Uma) who has black neck and 

who possesses the lustre a that of the Moon on the 
head. (152) 
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Here Han and Kara are objects on hand with reference t 

worship. 

[The compound sakalomZdhave is to be split as sakala H 
umudhave and sakalah^ madhave. Due to this type of splittin 
of the word this becomes $abda$le$a.J 

2. AprSkaranika as : 

Here also in the Sanskrit verse cited there are two meat 
ings connected with Prataparudra. 

(a) This Kakati-lord is equal to those kings born of gtei 
families who possess the lustrous ornaments receive 

- on heads in the virtuous path, (152 

(b) This Kakati-lord is equal to the mountains beloi>gin 
to the great families which possess the wealth of slope 
that are shining in the paths of stars observed on th 
peaks. (153 

Here as the simile is connected with Harl&candra y etc.* wh 
are born of great families and the mountains of the quarters, i 
is an instance of objects not on hand* 

B. Pmkarattlka and aprskaraqika as ; 

(a) This Rudra with the mark pratapa (Le* Prataparedri 
who conquered the cities of enemies and who is in th 
form of ever shining, auspeciousness* and who is th 
head of the kings stands like Rudra (Siva), (154 

This is prUkaraqiksrha. 

(b) Prataparudra stands like Rudra (iva) who conquere 
the cities of enemies who possessed the auspecioi 
ParvatI in his entire body and who possessed th 
Moon on the head. * ' (154 

: - - / 

This is aprakarayiktfrtha* 

Here Pratiparudra and Rudra are objects on hand a$d n 
qn Hand, respectively. 
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PARlKARXLAtrKXRA : 

INSINUATQR OR THE SIGNIFICANT 

Partkara is said here on account of the peculiarities of it* 

attributes. 

When the series of attributes are significant scholars call 

parikara* 

Where there are significant epithats there the Is 

parikara; as : 

The timely behaviour of the king Seva^a, who Is tha dia- 
mond among the kings of the Yldava claa f who possessed the 
famous baoty of valour, who excel Is all in the loftiest cavalry 
and who possesses the wealth of honour, is known only to that 
Qantaml (river) when insulted by tome genera! of the armies of 
the emperor Rudra. r 155j 

Here all the attributes like the ki&g^ etc , aze pregnant 
with oieaniag. 

[When it is said that the attributes must be significant it 
means that the suggested meaning lies fmbeded there, Hence 
perspicuous and deep words are used here. But this is not a case 
of dhvani. In these instances the suggested icnse helps tha 
expressed sen&e only. Hence the name 



The usage of a number of epithets Is a speciality here and 
they must be significant* It is only on account of the significance 
of these epithets there is charm in the idea when it becomes a 
figure of speech* This is indicated by the usage visesanaparam* 

para in the definition. As the suggested sense 0nly supports the 
expressed sease the suggestion does not become important but 
only lies embryonic. 

IKSEPllA&KlRA : PARALEPSIS 



Next the figure 

If there is an apparent denial of what i said and going to 
b@ said with a view $o indicate some special meaning it is called 
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Where there is an apparent denial of some thing that is on 
hand that is already expressed or would be expressed for convey- 
ing a special meaning there exists the figure Sksepa* In the case 
of uktavisayak^epa at times th vastu (idea) is denied and on 
other occasions the narration is denied. But in the case of 
vak$yam3navi$ay3k$epa it is only the narration tbat is denied. 

Here the fir&t variety lies in having known it in its ordinary 
form in the beginning and then denying it by means of a special 
form, Ths second variety lies in narrating a thing in its ordinary 
foroi and denying It as connected with some other thing. Thus 
this &k$epa Is of four types. Their examples in order s 

/* Uktavi&ayaksepa as: 

Ob, the head of the kings ! We are not the messangers* 
No one is said to be an enecny to you, who looks upon the 
universe as a family. (156) 

In this speech of those who arrange sandhi and vigraha for 
the kings, there is the denial of the vastu (ideas) in the state* 
ment *we are not the messaagers*. That (denial) being incon- 
gruous ends up in the essense that they are speaking truth 
without narrating the falsehood as required for the occasion 
connected with sandhi and vigraha. On the other hand the special 
sense that he (Rudradeva) has to piotect those (enemy) kings as 
servants as it is not possible for anyone to be his enemy when 
he is the lord of the universe Is conveyed. 

[This indicates that the denial at fijfst made is not a real 
denial bat only an apparent one which, gives rodm for a special 
sense.] 

2. Kathanani^edha as : 

Oh, king Pra^apa I when you are th place of refuge for 
the three worlds how can the statement that we are without help 
fit in ? When you are capable of protecting all people, to sty that 
you should protect us, is surely senseless. And when you are 
being saluted by the three worlds it is evident that we are (also) 
saluting you* 
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In this verse s because of the uktikathananhcdha by the 
words vayam asaratyfth and because it is only an apparent one, 

the special seise suggested is that the protection is inevitable. 

3. Kathanamsedha after stating the usual thing in the case of 

*yet to be said' as : 

Ob, you born of tfaa Kakati family, we communicate to 
you this much :.when you are omniscient and protector ^faat is 
u to be communicated ? (158) 

Here at first there is the usual statement as *we are com* 
raunieatiog*, But there is the kathanani^edha apparently after- 
wards* So the special sense implied is that they should be 
protected always* 

4. Atp$5*itarant$edka after stating an atpia as : 

Pratapafudra by nature possesses the well-known power 
and fate also gives a helping hand to his valour. You possess 
the weight of cotton. If this 'were to be correct, what is the 
use of saying further ? (159) 

Here it is said, as the utterances of the women of the 
enemies : "Prataparndra is great and you ~are all little**. 
Haviog said this much they are negating further statement by 
the words "what is to be said further** in an apparent manner. 
By thh the special sense implied is that they should always 
appease Prataparudra by (salutations) obedience and never to 
have enemity with him, 

Likewise an apparent order not to the taste is also kno^n 

as 



Just as the negation of an object that is liked becomes 
apparent when it does not fit in the context, the crder of an 
object that h not liked also does not fit in the context^ and the 
order in it becomes apparent. 

as 

Hubi, if you feel like leaving the service of Prataparudra, 
you can leave it. The life of the women of the foresters is being 
practised by me* (l<50j 
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Leaving the service of Prataparudra which is not to the 
taste is ordered by a lady of the enemy. This order not fitting 
In the context ends in abhasa. From the statement that she is 
learning the style of the women of the foresters it is clear that 
this order is only at* apparent one* 

VYAJASTUTYALAftKlRA : ARTFUL PRAISC 

As the contest belongs to implication (thefigyre) vyaja* 
$tufi is enumerated : 

* It is vyajastuti where praise is understood from the ex* 
pressed censure and blame is understood from praise, 

If praise is suggested through censure it is one variety of 
vyajastuti and when blame is suggested through praise there exists 
the second vericty of vyajastuti. Examples in order : 

1* Nindastuti as : 

What ii it that Is made white by the fame of the Kakati- 
10rd ? Because, even now, much blackness is seen on the faces 
of bis enemies* * (161) 

[Here the censure, that the fame of Prataparudra is in- 
capable of making things white, is clean But on contemplation 
it will be understood that excepting the faces of enemies the rest 
of the world is made white* It is natural that the faces of 
enemies become more and more black, as the fame of Pratapa* 
ruira spreads gradually through out So the praise is suggested 
through censure is this cast.] 

2 Stotintnd* : 

Oh ! How adventurous are the enemies of Prataparudra, 
They are catering the oceans and climbing up the mountains all 
through. 



Here the praise of the adventures of the enemies suggests 
fheir timidity. 

APRASTUTAPRA$A$SALAftKARA : 
INDIRECT DESCRIPTION 

As the Context balongf to implication 

if being enumerated* 
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Where an object on hand is indicated by the description 

of an object act on hand. It becomes aprastutaprasa^isn which is 
governed by sarupya^ etc. 

Where by means of sarUpya^ samZnyavi&e^abhQva or k3rya 
kQrai}abhQva there is the knowledge of the object on hand, 
through the narration of an object not on hand, it is $pra$tuta~ 
pra$am$ By saying that the knowledge of prastuta is from 
apmstuta> samasokti is warded off. Because of the knowledge 
of cause from the effect, there will not be a doubt of anmnSna; 
as both praty&yya and pratyay$ka (that which is indicated and 
that which indicates) are prnkarainikas (the contextual) in 
anumana* Similarly in parysyohti also the cause and effect are 
.contextual only* Hence even that figure paryGyokti also is 
excluded* This is not a case of dhmnt, as the suggested sense is 
'subordinated to the expressed sesse. 

[When the description of an object sot on hand reminds 
us of the object on hand it becomes the figure aprastutapraSatpsQ* 
Tiiis is possible only because of some relationship between these 
two objects, i.e., object not on hand and objection hand. This 
relationship, which happens to be responsible for the knowledge 
of another object, is of, three types: 1. snrupya, 2. samanya- 
vttefabh&va and 3* kSryakfiratyabhava* In mmanyavise$abh3va 
the samanya depends oa viie$a and vice versa. As such both 
samSnya and *7$e$a are close to each other. Likewise the effect 
depends on the cause and the cause is in accordance with the 
effect. These two relationships, i.e tt , s&mnyavf$e$abhava and 
karyak&raqabhGva are reaL But s&rupya is not real as it is 
obtained through pratlti only* Based on these the figure 
aprastutaprasatpsS becomes fivefold: Where there is: 

1* the knowlrge of vi$e$a, which is the subject on hand 
through the samama which is not on hand, 

2* ihe knowledge of samanya which is on hnnd through 
vUesa which is not on hand, 

3* the knowledge of the effect which is prastuta through 
the cause which is aprastuta^ 
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4. the knowledg of the cause which is prastuta through 
the effect which is &prastuta, and 

5. the knowledge of sSrupya (resemblance) which is 
prastuta through sariipya whieh Is aprasiuia.J 

L Sftrupya as: 

What is it that can b$ obtained by the multitude of bees 
from the decayed trees whose fragrance is exhausted in the 
quarters, Punnaga with its new fragrant flowers is giving 
delight* Start your dwellings (here), (163) 

Here through the episode of bees which is a subject not 
on hand, a subjewU on hand is indicated that the scholars having 
left alt other kings whose fortunes are Incomplete should serve 
Pratlparudra only \vho is complete in all qualities and who 
delights all people. 

[Here the episode of bees is aprastuta and the episode of 

Pratlpatudra is prastuta*} 

2. Knowledge of vtie$a from sSntitnya as : 

The creation of Brahman which brings forth the eminent 
kings is famous. Because of their rules this middle % odd* Le., 
Earth, obtained the fortune of fondling* 



Here the samanya is expressed when the greatness of th 
qualities which is on hand? of Pralapanidra is indicated, 

-J. Knowledge of ttnMnya from vi$e$a as : 



Though longs to look at she does tiot see. Though curious 
to speak does not speak* Though wishes to touch does not 
touch. What a creation is a woman ! (165) 

Here the idea that modesty is great in ladies at the fir*t 
meeting (with their husbands) Is samSnya which is intended as 
prasluta. To indicate this a v/*f0 is expressed t 

[The effects of modesty is 
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4. Knowledge oj cause from effect as : 

When the Kakatl-Iord descended en ;hi Earth, the 
oceans looked like plains and the mountains low. (!6) 

Here the plainness of ihe oceans find the leanest of Ibe 
mountains are the effects and aprastutas. From thi* the depth 
of Pratfiparudra which is the cause is understood. 

5. Knowledge of effect from the cause as : 

The benevolent look of the king Prataparudra who is a 

kalpa tree on Earth is cast on me; friend! \vhy are you 
surprised ? (167) 

T-Ke cause of tha benevolent look ef Prataparudra Is 

iaformed to a friend who questioned him as to how the effect of 
"great fortune was obtained in *stonishment. 



In this figure the other varieties of iScjasatnbkava. 
bhava and ubhayarSpas, (i.e. sambt^va aod asambhava fciro) 
are to be noted for themselves (from other texts). 

PERIPHRASIS 



In the context of implication parjajokil Is 
It is said paryavokti whe-e the cause connecter ^ith the present 
(context) is indicated by the description of the effect OB hand. 

Where the description of the effect of the present context 

indicates the cause of the present context akme it 



The soldiers of the KlU^lya army, wbose bodies are with 
the dust of the battle field are cleansing thtir bodies in the wells 
of the mansions of the enemy kings. ^ ) 

Here by describing the act of the soldiers of Pratipad 

town* ran away as the cause. 
Next Pr&ttpo: 
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P RAH PAL AN KARA : THE CONVERSE 

If there Is the denial of upam&na by using the word ki 
(in the sense of what is the use) or if the upam&na is treated i 
upameya it is said praispa* (!6! 

When a upamana (i.e. an object known as the standard i 
comparison) is denied on account of the superiority of tl 
upameya (i.e. objects of comparison) it becomes the first vane 
of pratlpa* And whare standard of comparison turned in 
object of comparison it beco-me* second variety (of pratipa.} 

j? Upamitna is denied as : 

When tbe fame of Prataparudra Is shining In the quarte 

why do^s this shameless Moon rise ? (17 

[Here it mear^s that the Moon is useless as the purpose 
the Moon is achieved by the fame itself. So here the object 
comparison* i.e. the Moon is denied of his status,]" 

2* Upam&n turning into upameya as : 

No doubt he is Laksmlpati (Vipnu) in the Kakati famil 

How is it the Mem is compared with him by t th@ shallo 
fellows? l (17 

[Here the Meru which Is a standard of comparison 
made an object of comparison and Prataparucira becomes t] 
standard of comparison. So this is an instance of the? secpi 
variety of 



ANUMAN&LA&KARA : INFERENCE 

Next the figures based on logic are being emimeraie 
there is the mention of sadhya and sadhana it is sa 
atiumSna* 

[This figure is based on logic. Hence the technical tern 
oology of logic is made use of in the definition of this figui 
The words s9dhya 9 sad/tan 3 9 vyavtt* pakm^ $&pak$a and vipak 

are some of the technical terms used in tbe science of logic* 
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To infer the cause from the effect is the feature of Infe- 
rence. T&e oft quoted example serves as an illustration to drive 
home this point* The smoke is the outcome of the fire. So fire 
is the cause and the smoke is the effect. It is a natural pheno- 
menon to observe smoke from a kitchen. From this experience 
one is prone to entertain the idea that fire exists wherever- these 
is smoke. Based oa this experience when one sees smoke on a 
hill he immediately inferes fire on the hiil. Here the smoke 
which prompts his inference is called sadhana; aad the fire 
infered called sadhya. The hill which is a locus her is known 
us paksa* 

So the inference of fire wherever there Is smoke is called 
vySptL The sndhana which is nothing but the cause must be 
present in three things: L is pak^a^ L in &Qpak$a and 3* in 
vIpakfQ. Here the bill is the p&ka; the kitchen is the sapak^a 
and the tank is the vtpatya. So what is connected with these 
certainly becomes sndhya. 



The process of inference in logic applies even in the field 
Of alahkara also. Though the process of inference is the same 
there is difference between these two. The infercrce in the logic 
is not charming whereas the inferences in the figure of speech is 
Charming. AnumSna is of two types : L svftrth9nurnQra and 
2. parSrthBium&na* If anumana is connected with the self it 
Becomes syftnh&numana and when it is connected with others it 
becomes pararthanumftna. In the field of figures there ^ill not be 
any distinction between these two types of anum&na* As the 
anumSna in rhetoric appears to have bea connected with rupeka 
il is distinct from the mum9na of the logic. 
tt * - __ - 

fl 8 *"" 

The smoke of dust that Is connected with the armies is 
ipreading* The sparks of fire emanated from the swords of 
soldiers are visible. Therefore I infer that the great fire of anger 
of the king Rudra produced in the summer of military march 
is consuming the towns of the eoemy kings. (172) 

[Here the fire of anger (krodhagni) is stdhya and the 

smoke of dust (rajodhiima) is sftdhana, There is rupaka in 

'placet like rajodhitma, yatrSsuctsamaya and krodhngni^ etc* This 

i an instance of ru 
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KA VYALING ALAN KARA : POETICAL CA USE 

When the reason is embed cd either ia a sentence or In 

a word It Is s-aid k8v)a!iAga. 

Tf the reason is stated either in a sentence or in a word it 
is k&vy tiling a* 

1, &kyagata us : 

The k*ngs who btar in mind the pancaksarlmantm : pra- 
t3~pa-ru-dra which is wonderful and auspicious are controlling 
wealth, (173) 

Here *he reason is embeded in n sentence* 

2- Padag@ia a* s 

fh* sci'ipis on the f .>re-hea<is of the k : ngs though faded 
away is again e'.l vencd being drenched with the nector of the 
m^on-light of the nails of the iocs of the lord Pratlpa- 
rodra, (174) 

Clare tiu* !. crushing with the moon-light of the nails of 
the fcec of the king Prataparudra is the cause for the enlivening 
of the Mj'-ipt on the foreheads of the kings whkh faded away 
previously. As it is 3 n the form of a viieqana it is known as 
padSrthagat+i. 

Next Arthantaranyaia: 

ARTHANTAR4NYASALA$tKXRA : CORROBORAFIOtf 

ft Is defined as arihantarany&sa where there is the mutual 
strengthening between effect and cause and general and parti- 
cular* 

Where the pra*<rta or the subject on hand is supported 
either by kftryakftranabhava or samanyaviie^abhava there it it 



[Hera the cause must stre&gthf n the effect or the effect 

must strengthen the cause, Similarly a general proposition must 
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strengthen the particular or the pa r tLa!,:r it - genual. In this 

process this figure is fourfold as foH jws : 

a) Strengthening the particular 'prcp^i'ion* %ith & 
general, 

b) Strengthening the genual with a jartu-uVr. 

c) Strengthening the cause with the effe: t. and 

d) Strengthening the effect with the cauf ?, 



1. JKffrjtf/cSrinjflfe^a as : 

Oh kings! bend down before Pra'aparudra; do net raise 
up. He bends down those who raise up and r, he* tho?e who 
bend dowc. 0'5) 

Here the effect of raising np is because c 1 * "srdirg dr w a 
*au$e which is supported, 



[This idea of the verse Is that by being obeCii'Bt one raises 
up in life. Raising up is the effect and bending d' w ** the 
eause. This came is strengthened by the effect,] 

2, Strengthening the particular nith a general PS: 

The enemy kings beiog agitated by the accomplished acts 
of war of the kingRudra are afraid of the inanimate objects 
even. It is wonderful verily everything becomes the causa jf 
fear for a person afraid of. ' ' 

Here the statement that everything becomes the cause of 



fear for those who are airaid wMeh is 
particular statement tbt the enemy kings are,ifraid of e.ei the 
inanimate object'. 

j StrentO^Hf the general (proposition) by a genera! as: 
' " Even a wicked person becomes good with the association 
of the g"at Th, Mi having associated ,ith Pr.up.roto, jj 
behaving like 



ike krtayuga, . -/ 



In the case of karyakSra%abhSva the strengthening of 
effect by a cause, is not illustrated under the impression that It 
gets merged with the k&vyalinga* Hence the arthanfaranyasa in 

only of three types, 

The figures of speech based on vnkya {Mlmaijisa} art* 
numerated after those that are based on logic : 

YATHZSAJpKHTiLA&KZRA : RELATIVE ORDER 

If a reference is made to the objects that are mentioned 
previously in order it is called 



If the order in which the objects are mentioned first* is 
followed when they ari referred to afterwards it is the figure 



as 

The Brahman., having obstived the depth, loftyness 
the unrestrained nature of Prtt3parudrt i& of the opinion that 

the creaiion of oceans, mountains and the eofdinai elephants Is 
useless, (17&J 

[Here the depth, loftyneii and the unrestrained nature 
are the uddisfas and the oceans, mountains and the eordiiml 
elephants are the anuddi^as, which are referred to in the order 
in which the first three are mentioned* So this is the figure 
This is also ealled the figure krama.] 



AKTHlPATTYALA^KARA : 

PREEMPTION OR NECESSARY CONCLUSION 

If, by the produetion of one thing, there is the production 
of some other thing also, by means of the maxim kalmuty<a'^ 
it is known as the figure arthspatti. 

When a conclusion in the ease of a thing is automatically 
made easy, on the strength of the consumation of other things 
by means of kaimutyanySya it is the figure arthapattL This IB 
not to be doubted as the figure anumana as there is no rela- 
tionship whatsoever in kaitnutyanyftya, - 



Aftbllaskira Praksraoam 335 

[The kaimutyanyaya is known as dandapnplkany^ya I.e., 
the raaxioi of the stick and the cak**, This can be eoderstocd in 
the light of the following incident. 

Some cakes 'were fastened to a stick OB one end and the 
other end of which is tied to a peg. The rats in that room began 
eating the ordinary end of the stick. When questioned by the 
householder, his wife narrated him the act of the rat cs s from 
which it is automatically deduced that the cakes \\ers also eaten 
by the rats. 

This is usually expressed as '"what to say about the cakts s 
when the rats ate the stick itself? ".* The cake is an edible and 
the stick is not an edible* Such being the case when the ruts ate 
the stick which u not an edible,, it goes without saving that they 
ate the cakes which ar edibles. This is calVJ the d&ifj&ZfQvt- 
kltnyitya.] 
as 

When the king Prataparodra possesses the knotted eyebrows 
that indicated his anger a bit, the Sevana lord, though occupy- 
ing the world with the tumultuary of the stampede of various 
horses that are agitated, became subdued, why count the other 
lyings whose anger is rendered useless? (179) 

[This means that it goes without saying that all other 
kings were defeated when the most powerful king Seva^a 
hiinsfelf was vanquished* This is an instance of arthapattt, as 
some othtr aprZkarattika sense is arrived at from the prnkarotflka 
sense of the episode of Sovanapaii.] 

Again ass 

Even the golden mountain (i.e. mountain Meru) which It 
excellent in the three worlds falls short of a comparisoe^with 
the king Pratapamdra, Why. count other mountains or kings? 

(180j 

" Here with reference to Prataparndra even the mountain 
Meru became useless, By this the oselwsness of other kings is 
understood by the kaimutya maxim. 

8, dandZn ev* bhakseyatah apupSh 
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PARISAWKffYXLAfTKZRA : SPECIAL MENTION 

To restrict a thing to a place when it can appear IB many 
places simultaneously Is said to be parisatpkhyft. 

If an object can be thought of (ex**stirg) in many places at 
the same time to restrict it to a particular place warding it off 
from other places, becomes parisairikhyS* It is divided into two: 
i. pminapurvikn and 2 apra$napurvik&* Again each of these two 
are twofold: 1. in which iabda is varjaniya (excluded) and 
2* in which artha in varjaatya. Thus this is fourfold, 

L Pra$napurvika$abdavarjanty& as : 

What is an ornament to the three worlds ? The chief of 
the Kakatlyas but not the Mem mountain. Who is fit to be 
iung by the scholars? The .king Rudra but not the mountain 
Mat&dara. (181) 

[Here questions and answers can be observed* 

When the question of decorating three worlds is connected 
with the Kakad king and the Mem mountain sfmultaneously *t0 
exclude Meru mountain* and e to restrict it to the Kakati king* 
become the characteristic features of the figure parfsatpkhyZf. 
Similar is the pasition with regard to the second half of the* 
verse> Here the exclusion is verbally expressed. So this is an 
instance of abdavarjaniy& 9 ] 

f * Pra&napurvik&rtkamrjantya as : 

What is the white canopy to the universe? The fame of 
the Kakati family. What is comfort to the Earth? Dwelling 
on the arms of the king Rudra ? (182) 

[Here when the qoalities of a canopy are seen both in the 
moon-light and in the fame of Prataparudra they are restric- 
ted to the fame of Rudra and warded off from the tnoon-light* 
But the exclusion of it froro the moon-light is not verbally 
expressed, So it is a ease of arthavarjaniya^ 
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3, AprasnapurvikoMbdawrJaniya a*: 

BO* fJ the k i ing Rl i dra tha * ffMtto a is ** p^u but 

not for carnal comforts; the attachment is towards the 

bly of thr pious but not towards the assembly of ladies- vice 

is m gnomic science but not In dice; regular skill is only In 

acquiring tarn but not in acquiring wealth; (and) pleasure Is in 
1 turning but not in servants* 

[Here the restriction of a quality to a particular by 

excluding it from other can be clearly noticed* There arc BO 
questions here as in the previous examples and the exclusion is 
verbally expressed* So this is aprairuipurvlkatabdavaTjanlya.] 

4* Apra&napUrvikarthavarjaniya as ; 

The Earth itself is the universe. Svayambhudeva is the 

only god. Prataparodra is the only king. Ekasili Is the 

auspicious town* 

When the king Rudra who routed out the enemies Is pro- 
tecting the Earth fear from serpents or traitors is only in 
nelheilands and the episodes of Indraor ttic stories of destroy- 
ing families ift only in the Heaven, " (1 84- IBS) 

Double entendre of ahfbhaya and g otrabMJ enhances the 

beauty of the figure. 

[In this verse varjaniya is artha* There are no question* 

here.] 

UTTARXLA&KXRA : REPLY 

When a question can be guessed from an answer and 
there are scries of questions and answers it is called uttam. 

If a question can be inferred from an answer giwem it 
becomes first kind of uttara* For the sake of beauty, if there mre 
series of extraordinary questioni followed by replies It Is a 
second type of uttara* They are in order i 

1. Question can be inferred as t 

Your scholarthip which is well established in the scholar- 
dom is the scholarship ? Still there is something to learn ! It It 
only after Prataparudra became the king, the glory of piety i* 
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clearly gaining victory with its head raised and the brahmins are 
pleased with the starting of the multifarious fortunes sprout- 
ing, (186) 

la this verse it is said that from the time of PratSparudra's 
occupation of the throne the Earth became established ofdharma 
and the brahmins also were well pleased* Here the question, 
whether piety is well protected in the reign of Prataparudra and 
whether the brahmins are happy are to be guessed from the 
answer given and from the (rhetorical) question "what is it you 
still ask?". 

2, Series of questions and answers as : 

What is wealth ? Traditional knowledge. What is piofit ? 

Friendship with the good* Which is a city? EkasiJa. Who is the 
king? The king Vlrarudra. (187) 

[As there are series of questions and answers this is an 
instance of the second variety of uttam.] 

VIKALPHMKIRA : ALTERNATIVE 

In the context of the figures based on vJtkyanySya vikalpa 
is being enumerated* 

When there is the opposition of two equal forces it is 
called the figure vikalpa* 

When two opposite forces of equal strength are operative 
simultaneously, if one disappears it becomes the figure vikalpa* 
It is charming on account of the ioiiad aupamya* 

[Two forces of equal strength, when opposed to each other 
though operative simultaneously on the strength of the roles can 
not exist in a place at one and the same time. As they are 
opposed to each other, only one should find place and the other 
should disappear. Then this vikalpa becomes a figure of speech. 
Same is the principle with regard to the vikalpa of the MimSf^sa^ 
feat. Bit in the vikalpa of the MimStjisakas there will not be 
aupamya whereas there is aupamya in the vikalpa of the 
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as 

Oh, kings you bend down your heads or bows. Resort to 
the shade of tne feet of the lord of Andhras or the mountain 

Yindhya* (188) 

When the problem of bending down the heads or {lie bows 
in accordance with the principle of sandhi and vigraha caine to 
the mind of other kings simultaneously In the presence of 
Prataparudra as they are opposed to each other and cannot be 
operative simultaneously, it becomes a case of vikalpa. 

[la this versa an advice is given to the opponents of 
Praiapacudfd thai either they should surrender themselves to 
him or wage war against hiiu. These two ihiags are opposed to 
each other in the case of kings* But according to the chapter OB 
sandhi it is a'.way* better to surrender to the opponent when he 
is more powerful and according to the chapter on vigraha on 
the dictum e fame or death* to wage war is better. In the light 
of these two principles the bending of the heads and the bows 
operate simultaneously. But as they are opposed to each other 
they cannot exist in one and the same place* If the heads are 
bent down there cannot be the bending of the bows a.nd vice 
versa. Thus as the simultaneity is impossible it becomes the 
figure vikalpa. The similarity exists in bending of the beads 
and the bows,] 

Samuccaya which is opposed to vikalpa is now enumera^ 
ted: 

SAMUCCAYALAffKARA : CONJUNCTION 

If there is the simultaneity of the qualities (gutta) and 
actions (krtya) it is said samuccaya* 

FIRST VARIETY OF SAMUCCAYA 

Where there is the description of simultaneous existence 
of gu$a$ like vaimalya and krty&s like darsana there it is the 
figure samuccaya, 

[The guffas and krlyas can be enumerated either sepera 
tely or ia combination. They may be different of united, 
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Though they are said to exist at one and the same time, if one 
qoalfty exists in oae thing and another quality In another thing 
it becomes the case of bhinnavi^ayam* Similarly tteere can be 
bhinnwfaayata with regard to kriyas also. If one happens to be 

the locus for all qualities and all actions, it is 



L Gunasamuccaya as : 

When the Icing Prataparudra ascended tfae throne the 
hearts of the good became pellucid while that of the wicked 
became turbid. (189) 

[Here there is the simultaneous existence of the opposite 
qualities like prasann and kalu$a in different 



2, KriySsamuccaya as 2 

The king is beholding her. The cupid is entering* The 
anger is slipping away* The mind is agitated* everything is 

a void. Friends,- see, what it is w {190} 

[Here the kriySsamuecaya is clear*] 

These are axacnpl&i eoaitactta with bhinnavi^ayatva. 

3, Ekavifayatva at i 

Whe0 the kings who arrived at the KikatI town to wait 
upon the lord Vlratodra who is highly famous in the three 
worlds, are delaying (their return journey) their la,dtes rush to 
the gates, observe before, sigh deeply 4 wither away f w*ep 
aloud, gel: emaciated, get bewildered, and swoon* m (191} 

[Here there is no difference in vi$aya. AU'tlie actions are 
connected with the same objects. Hence this is ^fcavi^ayasamu" 
ccaySJankSra.} 

4* Guqakriy samuccaya as i 

When the Lord Kikati Vlrarudra started on his victorioui 
expeditions, the multitude of the enemy kings Is loitering in 
every forest with rutting elephants, shaking soldier s ? palpitating 
horses, runaiagchariots^lostreless faces, agitated eyes f starting 
imbecility aad vlth the generating treraour* (192) 



Arthala&kara Frakira^tm 341 



[Here the union of gui$a$ and kriySs connected with diffe- 
rent objects can be noticed.] 

SECOND VARIETY OF SAMUCCAYA 

If many reasons help to produce one effect s as in the case 
of the maxim of *th threshing floor and the pigeons% it 
becomes the second variety of samuccaya* 

Where many causes exist of their owe accord to bring 
about an effect there is also the figure samuccaya because of the 
existence of many things simultaneously. 

as 

Pare fame, valorous behaviour, irreproachable knowledge 
and spotless family highlighted the extraordinary style of the 
king Prataparadra. (193) 

Though the fame, etc*, became the causes separately in 
acquiring the extraordinary style they are connected on the 
strength of the maxim of *the threshing floor and the pigeons*. 

IKhalekapotanynya is connected with the following story 
of the Pancatantra. A multitude of pigeons alighted at a corn- 
field 3 but they were caught in a net though they vie with each 
other in swallowing the corn in the beginning, they conferred 
together when they were thus caught and flew away along with 
the net consolidating their strength. When the threads were 
cut off by their friend mu^tka they came out and lived happily, 
This story illustrates how all the pigeons came together to 
achieve one single effect* Similarly in the present case the 
fame, etc., became the causes for the effect of acquiring extra- 
ordinary style*] 

Next $am&dhi is enumerated : 

SAMIDHYALA&KARA : FACILITATION 

When a cause is about to accomplish the effect if somi 

other cause acts upon as in the kkat&Uyany&y it is said samttdhi 
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When a cause starts to accomplish an effect another cause* 
like in the maxim of *crow and the palm-fruit*, esters in to 

make the effect easy there exists the figure 



[The kakatzllyanyaya : A crow purehed on a palm-fruit 
on the tree. As the fruit was ripe by that time it fell unexpec- 
tedly. All this is aa unexpected action. So when anything Is 
accomplished unexpectedly it goes by the name kakat8liyany&),a 

Similarly in the present case also there is the presence of some 
other cause which makes the accomplishment of an effect easy*] 

as 

la the mouths of the kings, who were singing the praise of 
the king Rpdra to appease his auger IB the battle field, the straw 
is falling due to the wind. It is the partiality of th$ Almighty* 

(194) 

Here the falling of straw in the. months of the kings who 
were singing in praise of Pratlparudra to appease his anger in 
the battle filed like in the kakatallyanynya makes the effect of 

bringing down the anger easy* 

Next, figures based on lokany&ya ara being enumerated* 

BHAVIKALAfjKKRA : VISION 

It is termed bhtfvika when the past and future come to 
the mind as it were present by means of the narration of a won-* 
derful (object). 

Where by the description of a wonderful episode the 
objects df the past and future stand as if it were present there 
exists the figure btOMka. This appearance of the past and 
future as it were present is not incongruous; the bhSvantt or 
idea rises in the minds of those who contemplate due to the 
description of a wonderful object. If there is the contemplation 
of these objects in the mind again and again it strikes certainly 
at the mind as it were present, like the appearance of the 
damsel in the.mind of a traveller who contemplates deeply on 
her. 



This is not svabhyvokti. Ta this figure the appearance cf 

the object is due to the realistic description cf the object, whereas 
in bhavika it is achieved by the wonderful This is not the 
rasavad. In rssavad the existence of sentiment is because of tie 
vibhavas, whereas in bh&vikft \\ is due to the wonderful. This Is 
not utpreksa also as there is no adhyavasaya of the past and 
future on the present* This ib also not the figure blxantimQn ai 
the bh&varat is not in the form of bhranti or doubt. Heoce this 
figure is above all these figures. 
as 

Hari ( Visnu) appears in the form of a boar on the banner 
of the Kakati-lord,, an whose tip of the teeth the Earth appears 

like a particle of mud. 



Here on account of the descriptkm that the Earth com- 
prising of all the eighteen islands, is appearing like a particle 
of mud on the tip of the teeth, there is a note of wonder and In 
ttye course of that wonderful contemplation or imagination the 

Earth appears as present in the miad. As such this is the figure 



Next the figure pratyanlka is illustrated i 

PRATYANIKIL ANKARA : RIVALRY 

When avenging a powerful opponent becomes difficult, to 
harm those connected with him is called pratyanika* 

Where it is not possible to avenge the enemy who Is power- 

ful due to incapacity, to harm those who are connected with 
him is known as the figure pratyanlka 

at 

The subsnarine-flre whost greatness is repelled by the heat 
of the valour of the KIkati-iord is regularly teasing the ocean 

who possesses the depth equal to that of Prataparudra in and 

out. ^ 196 ^ 

Here the similarity between the depth of Prataparndrt 
and the ocean is the cause by which It becomes a figure of 

speech, 
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Next vy a ghat a : 

VYAGHITIL ANKARA : FRUSTRATION 

If a thing which is accomplished by a person by some 
means is undone by some other person by the same means it is 
said vyaghata* 

When a thing is achieved by some person by some means, 
the same thing if destroyed^by some other person by the same 
means it is vyftghQta, 

as 

He who is born of the Kakatiya family is greater than he 
who is born of navel (i.e* Brahman). He is depriving the kings 
who are born of the arms, of their birth with the same 
armsu (197) 

[Here it is said that Brahman created the kings, I.e., 
ksatriyas from his arms. But Pratapai udra ig undoing this crea- 
tion with his arms, i.e. he is destroying these kings with his arms 
in the battle, This is a case of the figure vyaghata.] 

Next the figure paryaya is illustrated on account of the 
context of the figure based on lokan)Qya : 

PARYIYILA&KIRA : SEQUENCE 

If a thing resides in different places in succession or diffe-i 
rent things in one place in succession it is the figure called 
paryaya. 

Where one object resides in different places in succession 
it becomes one variety of pary&ya. This does not come under 
the figure viiesa because in vtte$a an object exists in many simul 
taneously whereas in this pary&ya it exists in succession. In 
the same manner, if many things exist in one place in succession 
it is the second variety of pary&ya. This does not come under 
the figure samuccaya, a* in samuccaya also the existence of 
m'any in one simultaneously is observed and in the present case 
the existence is only in succession. 
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/, One thing in different places in succession as : 

9 The Earth whieh was In good old days on the teeth of the 
lord Saurl in the disguise of a boat, and afterwards OB the mul- 
titude of the hdadsof AJise^a the lord of the nether world is 
now festive on the arms, which are renowned For their strength 

ia bearing the universe, of the great Kakati-lord who tops the 
kings, (198) 

Here the resting on one single Earth in many places In 
succession is depicted* (So this Is the first variety of 



2. Many things In one place in succession as : 

From whose mouths valourous statements iofused with 
the dignity appeared in the presence of their wives, from the 
same place of the kings \\fao are afraid of the sight of the king 

PratSpsrudra timid words are emerging cut. (199) 

[Here valourous statements and timid words are said to 
emerge out from th-s same mouths of tiie same kiBgs. So this is 
an instance of the second variety of the figure paryuya*~\ 

Next the figure sukmia is being illustrated : 
SUK$MALA$KIRA : SUBTLE 

It is called suk^ma where a subtle meaning %hicb is not 
distinct is made clear. 

A meaning which can be understood by the clever only if 
made clear by means of facial expressions and gestures beconses 
the figure suksma, 

as 

The girl, having seen the messenger sent by the king in the 
presence of the elders, is anointing (the paste of) musk with a 
smile all over the body, (200) 

Here by anointing musk oa the body it is made clear that 
the night is the appointed time* 
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The anointing of tfie musfc on the body indicates that the 
night is the appointed time for the king to approach her. This is 
made clear to the clever messenger who was sent by the king* 

The eiders who were there could not understand this' IndicatioB- 
So this is called the figure 



Next ud&ttalankara is being enumerated* It is also based 
on lokanyaya and so fit for following su 



UDATTILANKA RA : THE EXALTED 

If there is the description of an object to its exceeding 
limits it becomes udffitta* 

Where thert is the description of an object which is pros- 
perous and excels all ordinary experience there arises the figure 
udatta. 

as 

It is all by the grace of the manificienee of the king Rydr u 
the scholars who caoie to the town Eka$ti& 9 standing in the great 
gates of the golden houses which possessed the diamond arches 
are happy to observe the boys eager to play riding on the joun- 
giingfeef elephants in the precincts of the bouses. (201) - 

[Here the description of an object which can grow leaps 
and bounds can be observed. So this is a case of tlit 1 figure 



Because of the same nyy parlvftti is illustrated: 

PARIVRTTYALA&KIRA : BARTER 

If there is the exchange of a thing for what is L equal, 
2. less, or 3. greater it is called 



If there is an*fexohange of equal, less and greater object 
with equal, greater and less objects it becomes pafivfttL With 
equals it is samaparivftti; .with les$ it is adhikaparivftti and with 
gteater it is nyunaparivfttL 
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L Samapafivrtti with equal objects as : 

The poets having given words that sprinkle rector to the 
Kakati king are obtaining from him thousands of sn-cliirg ele- 
phants. (202: 

Here there is equality between words and th: 
ejephsnts. 



2. Adhikaparivftti with less obiect as : 

AH the kings having presented elephants he rm to 

the lord Prataparudra are receiving his steady grace. (203) 

Here the grace of Pratap^rudra received b> the k*sgs is 

greater than the presents of elephants mad?. 
* 

3, Nyttnaperivrtti with greater as : 

The enemy kiags who are vanqtmhed m the batik b> 

Prataparodra having givers ornaments to the are taking 

the garments, etc., made of bark. v 204 ) 

Here tb bark garments received are less tbf,n the orna- 

ments given away* 

Next the figures based 00 are beic? 

rated : 

KIKANAMALALA^RARA : OAKLAND OF 

If the preceding objects ^testt as causes to the succeeding 
objects in order it Is said the figure karwmala. 

the preceding objects become the causes of the 



1 it becomes the figure 

iC?UKUy v UJ "* "" ~ "*~~ - ~ ~ 

as 



uy ofcjj,** * * * *? 

order in tbe Kakati-lotd. 

mere the education, etc., a,e the cau s of mcc!..>, ..=. 

^ t 12 /< 7*yK*f**sfWiytiyi . 1 

So this becomes the figure 
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EKIVALYALA&KARA : NECKLACE 

When succeeding things become the attributes connected 
with the preceding things in order it is ekSvali, 

If the succeeding thing becomes the attribute of the 
preceding thing it is called the figure ekavah. 

as 

(a) The city of Prataparudra shines with the blessed 
souls. These good people are with fortunes and the 
fortunes are with stability. 0^6) 

This is a positive illustration. 

[Here the city, etc,,, that precede becoise the 
vUeqanas for the good people, etc., that succeed. So 
this is an instance of ek&valL] 

(b) A negative illustration as : It is not a kingdom where 
the subjects are not abounding in wealth* They are 
not subjects to whom the Kakati-lord himself is not 
the master* (207) 

[la this figure the preceding and succeeding sen- 
tences unite together and appear as a single unit. So 
the name ckSvali is befitting.] 

MlLAffiPAKILAMlRA : SERIAL ILLUMINATOR 

If each preceding thing qualifies each succeeding one it is 
called mnladipaka. 

It is mftladipakalahkam where each preceding thing 
becomes a qualification to each succeeding one* 

as 

The excelling fortune approached the Earth, the Bartfo 
the arms of the Kakati-lord, the arms the unequalled valour, and 
thi valour the three worlds* (208) 

[Here greatness is assigned to the Earth* etc., by fortune, 
etc. So thi* is an instance 
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5IRALA&KARA : CLIMAX 
A gradual rise in excellence is called the figure tara 

Qty JJjl fl*KBI 

In the universe shines the Earth, on the Earth the torn n 
Bkasila, there the Kakatlya family and in it the king Rudri. 

[209} 

This figure jam, pertaining to Pratlparudra who happens 
to be the essence of the entire universe, posse&EC* iht aomec- 
elature justified. 

Thus ends the Chapter on Figure of Speech based on 
sense in the rhetoric PrafSparudrayak-bhu^ana, a com- 
position of VidySriStha. 



CHAPTER ON MIXED FIGURES 

Next samsfsti and samkara are being enurnsratev. ^*i a* 
the sold ornaments and diamond-orncflcersts, which fcecrrr,: the 
cause of beauty separately, can become more beauMfif. M tbt;r 
nutual association, the figures like rupaka. etc., in a con r-nj tvn 
also by their mutual association appear more char/rig TJvs 
relationship u of two type*: 1. satpyogarupd and 2 ijinunsju- 
rp<a. Satpyoga is like tilatandulanyaya (live rnaxl^r . l K-air.uin 
and rice) acti samavSya is like k$iranirf.t})3)a ,tte maxira 
of milk and water). It is wwwr^i by the relationship of 
tilateutdulanyzya sad it is saqikara by ths rslatici -hip of 
kstraniranyayu. As these two separnteK bccone the ciu-es 
for the enhacement of beauty they are cons3ersti fcsute- tut rrt 
as a residue of the figures already enumerated. Ktie ^ tV ? f,t 
instance sainsftfi is being explained, 

SA$S$f! : COMB1SA TION 

Where the figures mix with each other by the TTSJIIP of 
sesaraum and rice, it is said as samsrtfi. 

Waere rupaka, etc., become related to each oth?rH tbt 
jelationship of the maxim of sesanmm and ricr, there is ;.ir *# 
It is of three kinds from the stand point -f 1. iobdz^Maras, 
2. arthtlaitkaras and 3. ubhaySlaMSras 

l\ Sabdalaftkarasaipsfsti as 

The attempts in the victory marches of the kirg Puc'ra, in 
which the surface of the Earth is cracked by the we,ght of the 
fragrant elephants which are wonderfully ihmini: the high 
hones that are jumping are ferocious; ^^" ott '""'"J 1 . 11 * 
and the pride of the Edicts which scatters the quarters wtb IK 
grand beginniag; are spreading beyond boidn. /*W) 

Here is the sonant* of cheknnupmsa and 



2. 

The army of the Kakatlyas powtMing ihe gitaf*i of 
aa oceLSis devouring the , of the er^ k,. UU 
ocean, the rivers. 
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Han h the mmifqti of nldariana aftd upama, 

[In the first half of the verse there is the figure nidar$an% 
and in the second half there is the figure upantit.] 

3. Ubkayasaiysftfi as : 

The staff-like arm of PratSparudra whicfc shines with the 

s#ord Is being looked at by the heroes in the battle cs if it were 
a snake with its hood raised, (212), 



Here there is the satpsftft of vfttyanuprSsa and upmia* 
Next mmkara is bsi&g illustrated : 

SA&KARA: COMMIXTURE 

If becomes satfkara when th^ mutual relationship of the 
figures is like the siilk and water. 

Where the relationship between the figures exiUs as of 
milk and wafer it is called samkara. This is of three types: 
1 * ang$&gibh5va$antkara, 2, $atndeha$amkara and 3* ekavacak&nu 
pravesasaijikara. 

[The ang&ngfbhsv&saitikara is also known as anugr&hyllnu- 
grah&kab*iQva$aiiikaw. To give form to a Sgute another figure 
acis as an anga, Here aitgOngibhava&aijtkara is noticed, 

In satpdekasatpkara it is not possible to distinguish the 
figares as they are closely diffused. So there arises a doubt with 
regard to the 8gur$ observed. In the third variety tbere are two 
figures in one tad the same expression.] 

L AnBnibhSvasatkara as: 



TIu military marches of the Kakati king, which are like 
the past times of the rainy season (that can supress the heat 
of the Earth with the rain of tears of the eaemy ladies) with 
their high souads like that of the roaring of elephants, with the 
confusion of the clouds like that of the multitude of elephaats," 
that can obstruct the slopes of the mountains or camps of the 
fciags are giving pleasure to the world* (213) 
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Here there is the anga&gibhfflva between t*c The 

upomn In dvipaghatakadambinl is accomplished by 
upam, iu ymrah pravfdvthr8 tva as it i& to be taken that the 
dvipaghata is like the clouds. In kqoQlbhftkatokoparodha tiers 
is the atisayokti based on 



[The two upamas that are ia thi* verse possess the rela- 
tionship of angQngibhava. One is samssagotopams and the other 
is vnkyagatopam&v The vskyagatopamS is ^Agi whereas the 
sctm&sagatopamn becomes the anga. Because there is the vZkya- 
gatopama ia pmvfdviMra iva a samasagatopanM in 
damblwl is able to be accomplished* Upamitaseni&sa is to te 
restored to in gajaghafakudambtni. In ky^l^hftkafakopafcdha 
tkere is atliayokti based on ^/e?a This atiiayakti Is an to 

the samasagatopamS. Here the two upamQs wh!ch 
and a%i to each other belosg co the same species. So th^ 
a case of 



2 Vijanyammkara as: 

A^ if it were to wash off the wretched script written by 
Brahman the edge of the sward (stream of the sword) of 
rudra Is heavily falling on the foreheads of the enemies, (214) 

Here there is the angttngibhQv between the bj 

saying that rupaka isjiccoirplished in by 

utpreksa in pmksalanaya iva, 



3. $t$a*@r as 



The Kakatlya-lotd, who eonqneteii the towns of enemies 
and who glitters with ^amangala (all aBspecioBsness) .te. 
like Sambhu on the Earth. 

Here the upama on account of the similarity in 



be construed with the single iva in *abhurfva. 

[So this is a case of 
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The Moon Prataparudra boro of the ocean of the Kakatlya 
family is making a gift of oectot to the cakoras of people by 
means of the moonlight of propitiousaess. (216) 

Here there is samdehasaipkara of rupaka ai3d upam in 
kakatiyakulambudhi, etc., as the compound can be resolved 
either as kakatiy&nvaya eva ambudhih, i.e. the family of KIkatlyas 
itself m the ocean, or kkatiynvayo ambudhir iva i-e. the forpi* 

lag of the Mkmiyas Is like the ocean. As there is no authority 
either la establish or to refute any one of the two, it culminates 
always In a doubt. If there is any authority either to establish 

or refute ooe the doubt Is removed* 

a) S&dhaka as: 

The quarters in the shape of women are making the plet 
taut facae in the sfaaps of flowers, which are bom of pSrt/ata in 
the shape of Praiiparudra as ear 0fnaoii>is* (217) 

Here in the case of the fame which is said to b the flowers 
there is figure rSpaLa, wherein vatafosayanti becomes a sBdhaka- 

pmmSifa (a valid means to detemiae it as a rupaka). There is 
with amtamnkarama* 

[H0re s to establish rupaka as klrtaya eva manjaryah Ihere 
is the prama^a of s&dhaka in vatammyanti. The act of decorating 
ES earrings is only possible with regard to the flowers but not 
with fame. So rupaka is to be necessarily accepted* On the 
other hand if it were to be taken as upamitasamasa th impor- 
tance goes to the fame but not to flowers, when the act of deco- 
ration does not it in.] 

b) Sadhaka as : 

When the sounds of the tabor of Prataparudra are raised 

in the quarters* the ocean of the armies of the opponents 
become agitated ia mind* (218) 

Here for the upamft ia prattpakfdbalarnava iva vyakuUkfta- 
mttrnfa is a bMhakapramana. According to the lole upamitam 
vy5ghracBbki1f> sttm9nyajprayoge(Pui 2.1*56)* upamUasamasa cannot 
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* 

be accepted when tie common property is expressed, As nib 
the next alternative is only the figure rupah, 



In a limilalr fashion, the saykm and um^ti && 
with other figures, a be understood froffi'Othcr works, 



Tk Chapter on Mixed Ffgww, in ffe 
fOfftt a fratiie OT rtctoric, 
is complete. 



PRATAPARUDRIYA, A WORK ON 

RHETORIC! is COMPLETE, 



